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Personal taste is a strange phenomenon and it is especially
exemplified within the art and music realm. Although broad in
scope, Unsound caters to an alternative way of thinking, where
the focus lies within what is unusual and unique. We are also
attempting to reject the premise of creating cliques in an attempt
to cover a wide spectrum. We see one of the major problems
today as being the ‘clique,’ it is a hindrance that has probably
always jilted creative intentions—it is something that is inherent
in mainstream society, something that you would think would be
eliminated in a so-called alternative way of thinking. It is simplis-
tic and creates unnecessary situations: ‘ ‘me and my group versus
you and your group.’’

We also believe that even within alternative cultures there is a
star system which perpetuates and exploits the very nature of
what most of us are striving for. Within a community where
things are supposed to be new and interesting, the mundane is
acknowledged while the truly interesting is often ignored. One of
the major problems in the alternative music scene today is the
pretension of experimentation and the latching onto trends. Is
the altermative audience really interested in new ways of
thinking, or do they merely follow trends set by a standard way of
thinking? The so-called alterna-
tive press seems interested in a
star system that is actually based
within very traditional guidelines,
where work is demeaned for being
new. Does success have anything
to do with recognition? In general
the alternative press and the
record buying public are asleep,
always following the same pat-
terns rather than seeking out what
might actually be new. It must be
true that only through repetition
the audience will be conditioned
to liking the product. Is the so-
called alternative that different
from the mainstream, and are the
objectives really one in the
same—selfishness and greed? William Davenport




RATERS

Text by Ed Taylor

=

"The Haters™ is a solo project of G.X. Jupitter-
Larsen; which for some of his performances will
take on the form of a live band.

Embarked on in 1979, the ever changing member-
ship of The Haters has been as few as 2, and as
many as 12,

"The Haters"" act as a kind of conceptual venue
for the staging of what G.X. calls "destroyed
musie.’

‘Destroyed music' being the sounds of anything
and everything beiug literally and/or conceptually
destroyed. "Destroye music’ to act as a kind of
audio account of what is called "positive

G.X. at a Haters performance, 1983

destruction.”

"Natural destruction’ bein g the fact that nothing
Against any form of negative destruction (like comes into existence and nothing disappears,
wars), G.X. concerns himself with more natural everything merely transforms from one state to
and positive. forms of destroction, another. "Positive destruction’ on the other hand is

aaid to be the active breaking up of entitiea into
maore dynamic pieces to be collaged together imto
new forms. To destroy, says G. X., i to transform.

As some of his performances, he has smashed up
video casseties by hitting them with a video
camera; or destroved a stereo set by dancing on
top of iL.

The concept of nothingness is also very important,
and G.X. directs nothingness as a concept of no
physical or philosophic restrictions. A concept
which can’t be restrictive on anything, nor be

manipilated itsell. A coneept which can only be
experienced.

At a Haters' performance, a tattooist, using an
empty needle, has drawn nothing on G.X."s arm.

| iy A number of performances have been G.X.
For & few of their performances and recordings, the Haters Jupitter-Larsen and/or ""The Haters™ performing
incorparale the use of destroyed instramants. Seen hore is the by not showing up to perform. This “*performance

Hhtac’ by not performing’” is one anybody can put on;

just 8o long a5 you inform “The Haters™ of the
event.

4 Unsourd



All of this playing around with concepis like
natural & positive destruction, and nothingness
has led to the development of what has been
entitled 'multidimensional thinking.'

'Multidimensional thinking' is based, in part, on
the principle of 'positive destruction.” In so far as
it is said to be the breaking up of logic, nonlogic,
and combined logic-nonlogic to be collaged into &
simultanecus engagement in as many thought
processes as possible. "Multidimensional think-
ing’ is also based, in part, on the quality of
nothingness. In so far as it is said to be nonlinear,
like nothingness without any horizontal or vertical
frame-work.

L--.ﬂ .
The Haters' performencs & Persera, Ialy (1 482) The performance
comeigted entirely of G, learing up shests of papser.

a portrait A by

", have you ever wondered about the mathematical
equation, 0+0=07 Like, iz each digit in that
equation & differemt number, or just the same digit
repeated 3 times over?. .. after some active consider-
ation, I've deduced that each '"‘zero” in that
mathematical equation is a different number. Each a
different number, becoase to plus is to add, which is
to combine, So @t could be said that with the

jupitter-larsen equation, 04+0=0, sne aspect of the quality of

nothingmess is combined with anather aspect of the

h t I‘ quality of nothingness. This combination creates a
A somewhat different aspect than the ones that ware
-_r started out with. The new aspect isn't larger or

T EE PBH':IDHH'ME | smaller, just different..you con't manipulate
nothingness itself, but you can experience it; amd

that's all an aspect of the quality of nothingness is,
an experience. And you cam combine your
experiences together to form new ideas. And, it is
that kind of & combination of experiences which Is
what I think the mathematicul equation, 0+0=0,

LR}

means. .,

D3e.je\dr fl':l' :
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G.X. Jupitier-Larsen
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“...as far as I'm comcerned, time is not the passing
of events divided into measurable portions; I feel
that it i8 more sccuraie to perceive time as an
absolutely motionless & unmeasurable ernpty entity;
in other words, time as a non-spacial void; time %
motion are not &t all connected, as things don't move
through time, but despite it; as T see it, time is a
stationary wvoid located inbetween the passing of
avents (which i3 outzide of nothingness, mattar, &
all of our minds), & location which is used as a
reference point for the intellectusl measurements of
the said transfigurements; time is still everywhere; it
ia an entity’s metabolism which mowves, not time, & it
iz anti-time which powers the metabolism as time is
the lack of energy, a0 anti-time is energy; energy is
the active strength of the never-ending process of
change, & change is manifested by the stremgth of
the circulation of entities, energy; or in other words,
anti-time; it would also be more accurate to say that
clocks don't indicate time , because what clocks really
dﬂ is measure the metabolism u:uf whatever :rrganis-‘rn
is perceiving the clock at that given point; won't say
a lot more uhl:rul. that at this point other than to say,

it's an urga.ma.m s metabolism which is relative, nat
time. .."'"
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r. X. Jupitter-Larsen

RELEASES:

“Gerald Jupitter-Larsen Amd The Haters", 7" Ep, 197%/80

"Haters", Ep 1981

"The Haters", 7" Ep,1983 (sllent record which comes with instructions which informs the
holder that he must first ::nm lete the record by scratching it before he can listen to it.)

"Performance”, cassette, 1983 {re eased b{{ﬁmleta Anomie, Australia, a compilation of
different mmpla'ted variations of "Tha aters E

*Los Odiadores®, cass., 1984/85 (releas DI'I.'D DE Musica Desconocida, Spain.)

"Vigionary Actions Nowr, cass. & b::mkler 1935 (relaased by Cause & Effect, USA.)

Selected Compilations:
1881 - "Pythagoras’ Evdgenga.r’ , Cassetle
1982 - "Nowhere To Fla

18283 - "Mail Music®, P
"Minutes to Go", cass.
*Contact Disc #Ii" Lp
"Hate's Owr Baliaf®, cass.
“Anthems®, cass.

1884 - "Inter Margin Vol. 17, cass.
"E3ut Leval Ona”, cass.
“Band-It Nr.16", cass.
"Aural Fixation®, cass.

1885 - "Distruct™, Lp
“Das Buch®, cass.
"Terra Incognita”,
*Anti Music For Snobism", cass.
“Chimik Communication”, Lp
'ﬂhrens-:hauebéﬁ
"Mnemosyns #1°, cass.
"Hormogsexplons F'mjgr:t", cass.
"Mnemosyne #2°, Cass.,

"Soeorama 17, cass

¥ F
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Contact: G.X. Jupitter-Larsen
POB 48184
Vancouver, V7X 1N8
Canada




— NOCTURNAL EMISSIONS —

Interview by Paul Lemos

\
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Shaking Those Chains

Unsound: Can yow discuss the initial concept
behind Sterile Records and has this concept changed
throwgh the years?

Nocturnal Emissions: Sterile Records was, and is,
a comrvenie nt corporate name which we use to put out
records, tapes, videos and booklets by Mocturnal
Emissions and other groups that happen to take our
fancy when we feel like it. It's just a fromt.

US: When did Naocturmal Emissions first form,
what was the line up and how were you received back
then? What was the concapt of the group?

ME: We formed Nocturmal Emissions in 7980, At
the time one of us was working as a librarian,
another was working as a cleaner and another one
was still at school, It suits us not to talk abowt the
line-up, it's not becawse we're shy, what's important
is not who we are, but what we do! We always
thought of ourselves as a punk bared, we liked the
idea of 'anyone can do it’ and the idea of lots of
different kinds of viewpoints being heard, we liked
the idea of thimgs being accessible to anyone who
wants to use them, nat just for a privileged mimority.
However, we didn't like the limits that punks were
imposing on themselves: guitars, bass, vocals, blah
blah blah, always the same thrash thrash thrash, We
liked the idea of drawing together the enemy that
punk: had with the new sorts of electronics that were
becoming readily awailable at the time as well as
things like tape collage that had been going on in
‘experimental’ music for ages. We were inspired at
the time by the likes of Human League, Suicide and

Throbbing Cristle. 'We live in a world which
changes, why restrict yourself to the essentially
1950°s forrmulas punk music was based ond We find
technology interesting and easy to use, we hate the
way a snobbery has built up towards electronic
instruments—you dom’t have to be a Technocratic
robot to use technology—neither do you have to be
rich, We found ways of wangling use of equipment,
and decided that there was to be no restriction, that
we could do anything we set our minds to, We never
sot any limits as to what style our music should be, or
what our meusic should be, or what other activities we
did, like films, videos and writing. Always we say
our music as part of a force for social change: sound-
tracks for revolution. We see it as a two-pronged
attack: destroving the old crap that's been foroed
i nto car lives whale creating something new, what we
want. We looked around and saw that no one was
riaking the sounds we wanted to hear, sowe say it as
our duty to do it ourselves, as part of a strategy to
re-create every aspect of our lives along the lines of
what we want., The records are just something to
listen to while you're doing it, a re-programming on
a subliminal level=it all adds up. It was an idea of
making the music relate more directly to life as an
experience of new things, new ideas, to generate a
taste for the excitemne nt of a life shaped by us all, not
by the institutions they force us through. Qur idea
wis bo communicate the notion of there being a
possibility for things to be DIFFERENT, to use the
form of music to communicate the idea of the choices

Ungaund T



that can actually be made in real life to bring about
social change, It is not inevitable that music should
have to follow preset formulas and preset courses,
neither is it imevitable that people should live the
limited lives they do at the moment. ‘Our strategy
was bo attack the institutions we we had inflicted on
us, in bath the form and content of what we do, as
well as in the way we promote it

Us: Do you or group members have any formal
music background?

ME: Mo, we've learned how to do things as we've
gone along, as and whem we'we needed to, that's the
best way to learn. You don't have b0 know everything
bafare you can start.

Us: What influences have affected wour works—
musically, and what present growps/artists do you
oy e

conscious. Whatewer we do, we can’t please all the
people all the time, there®s people who™ll whine
whatéver vou do. We only take notice of eriticism
that is positive, what we can use, otherwise people
can go fuck themselves., The people who have made
a big issue of slagging off SPK are on the whole
smart arses who'd never heard them befere and are
just trying to retain their own fragile credibility, |
like the fact that SPK keeps moving on and don't let
thamselves stagnate, they don't keep churning out
the same crap year after year and they are nice
peaple.

Us: ‘What are your feelings about the new found
attention to difficult maisie, and can you Foreses it
breaking inte, or influencing the commercial
markett

WE: Qursound always related to the mainstream in

Caraline K

ME: Muwsically we've beem influenced by ewvery-
thing around us, we enjoy all sorte of music, you can
learn from arwthing. We try to keep our input as
diverse as possible and it helips our music to remain
open o change.

US: As anew generation of difficult artists imitate
the sournds you were making some years ago, you
hawve taken a much more “musical,” danceable
route, Wias this a conscious change in direction? And
have you received much criticism fram fans, as say,
CPH has with their new found sound?

ME: I've no patience for imitators, people should
think for themselves and sort their own ideas out, it
seems a lot of these ones have trowble doing that and
lack the confidence to get out of the rut, We need
diversity! Mo it's not a change in direction, ves it's

B Umaourd

some way. We drew elements from it to hang
together our sound ideas. What we did was a
distorticn of the mainstream, a way of tearing it
apart inko it constituent grinny elements and putting
them topether again in a2 new, unforseen way. By
examining the distortion you begin to realise new
things about the ‘reality” —im a far safer way than by
using drugs. It's a way of examining what we Bake
for granted, on whatever level, that goes hand
and hamnd with a positive message: that what you
aceept 18 your responsibility: we all have the power
to create change in our own lives, things don'
always have to be that way (‘‘cause that's the way
things are...”"]. It's facing vou to the reality that
together we can change things for the Better, Things
hawven't always been this way and won't be in the



futare, it's up to you| What makes the sounds we are
making “difficult” isn't how they are, it"s how people
are accustomed bo listening. People's tastes are
programmed by what's on the radio 24 hours a day,
If someone who'd had no exposure to all that were to
listen to the sort of stuff we were doing they'd be
able to appreciate it for what it was, Babies like it? To
call what we were doing ‘difficult” is to imply that
you need somee sort of prior training to listen to it, to
be part of somwe kind of listening elite. Since we were
relating directly to experience not style it's an adwan-
tage not to have any of that kind of pre-conditioning,
it only distorts what you hear! We were and are
making NOISE, noise that is structured in time and
is geared towards creating feelings (as all music is),
noise that steers you through a series of emational
experiences. The fact is that music is used on the
radio and elsewhers as a tranquilizer to shut off
‘anti-social’ feelings, the ones they’d rather have us
using fighting their stupid wars. The establishment
sees this as dangerous, and guite rightly too—be-
cause it's their arse we’ll be booting when we allow
ourselves to experience those feelings and direct our
angry energy into action, It has imfluemced the
commercial market, they've taken what we wers
doing, stripped it of content and sold it back to us.
We knew they would.

US: Doesthe group allow you to survive fimancially
or are you forced to maintain employment outside —
if s, what do vou purswe?

NE: Yes, it does provide us with enough to live on,
and we don’t have any outside employment. Right
mow the guality of what wa're daing is better than
ever, our sales are better than ever and we're busier
tham ever.

US: It iswidely known that NE broke up for a time,
and you once mentioned that you felt it best, and it
showld have happened long ago. What led to the split
and why did you decide to reform?

ME: We just weren't getting oni, it's as simple as
that, We decided to reform because it suited us, and
our direction continues, onwards and upwards.

US: What does the future hold as far as recordings,
video and performance?

ME:z In the immediate future, this wesk we're
launching a compilation Lp called HERE WE GO
which is a celebration of the Miner's Strike,
Although it's now 'officially’ over there are areas
which are still on strike, and there are miners who
are still in jail or suffering hardship as a result of the
strike: all the proceeds will be going towards them.
[t's & compilation and it features The Larks, Fallout,
Assassins, Band of Holy |oy, Bourbonese Qualk,
Many Happy Returns, Mecturnal Emissions, Lan-
guage, Max Closure and the Graves, Lustmord, The
Hafler Trig, and Annie Anxiety. (Some of these
groups Feature very well krnown artistes whom we
can”t name for contractual reasons.) It's distributed
through Red Rhino and The Chartel and whoewver
imports them to the LSA. Right after that we're
doing some gigs in France, Spain and possibly Italy,
and we're releasing a new Mocturnal Emissions LP
called SONCS OF LOVE AND REVOLUTION next
month, the Feotal Crave wideo is about to be
rele=ased in thie USA through Fresh Sounds, We alsa

Migiel Ayers




have the video touring the U.K. at the moment
through the Arts Council, and it's being shown at
Tate Gallery in London this April as part of a
retraspective of British Film and Video,

US: The llluminated Lp was a drastic_ unexpactad
chamge of styles, Why was this Lp so0 much more
commmercial, and did you have to make concessions in
order to release it on llluminated?

NE: The changeover in fact happened before that
album. When we were halfway through making
“Drowning” we realized that the techniques we'd
evilwed 1o create a feeling of intensity and distur-
bance were equally well suwited to creating very
enjovable and listenable dance music, amd wery
easily! You can hear this idea taking shape if vou
play that record, the first half is noisy and psychotic,
with the screams and vomiting: army “kill, kill, kill*

chants and the sound of the machine they use to

make rats smoke cigarettes. The second half
A55UMES & MOMRE reassuring structure, with a
tribalistic celebratory sound emerging. While doing
this record we realized that what bhad happened in
our sound was a kind of catharsis; we'd plumbed the
depths in investigating our degradation, become
aware of what was causing it (sometimes it was our-
selves!) and we arrived at a whole new approach to
making music which had a special exciting kind of
appeal. We made this into a more concrete state-
ment on ““Viral Shedding,” where only the slightest
smattering of that old sound remained. We
discovered links in our approach with what had
happened in traditional folk music, in all the most
obscure corners, all over the world, music seems to
have evolwved the same way—out of struggle and out

10 Ungeund

MNocturnal Emlissions, at 1.C.A., London 1985

of a deep human need for expression, This is the root
of all popular musics. It's what's been seized by
capital and packaged into pop products, it's not
commercial om its own. On its own it serves a basic
human function, it's appealing, useful, good and
proper, It puts a spring in your step and adrenalline
in wour weins, it's sexy. it makes you want to put a
brick through the recruitment office window. It
makes you feel good! The trouble is while we live
under capitalism, the commercial aspect rears its
filthy head. In this case it doesn't come from the
music, but the businessmen who are selling it. Now,
they may use this music to promote their own values.
There's many a band who just wse music for that
reason oo, Their attitudes—their class attitudes
came across in how they make their music and how
they promobte it, their attitude to women, their
attitude to themselves and their property and the

world that has to suffer their presance. Our musie is
in mo way commercial in that sense, We've always
set out to radically challenge all those kinds of
assumptions, on all kinds of levels amd to put over
our attitude; our hopes for an end to all that kind of
bullshit, sur hopes for a worl d where we can all stand
prowd without trampling on those around us. We
would have liked to have put that record out
ourselves, but at the time we didn't have the
resources and we thought that doing it through
Ileminated would give it a bit more exposure,

US: Can you discuss the content of the wery
controversial fllms that accompany your perfor-
mances and what is the purpose of them beside
viswal presentatiom?

ME: Ouwr intention was to show, in & moving and



active form, the links im the chaim of destructionm;
what we take for granted and what i5 masquerading.
The smooth and the rough of the food industry, the
medical imdustry, glossy images and thie suffering
that goes on behind them. In short, the contra-
dictions of capitalisem and this technological society
we [ive in, what they are selling us, what they want
us tework for, to sacrifice our lives for, the disjointed
lives the survivors are thrust into.

LU%: ‘What is the general reaction to this material ¥
NE: There is no general reaction because there's
s0 many decisions people have to make when
watching it, and we varied the kind of venues that we
presented it in. We intended to confront people with
a body of material and leave thiem to draw there own
conclusions, hoping they wouldn't attack ws, but
might attack the imstitutions that were causing all
that misery. We also hoped they didn‘t think we
were in any way endorsing what was going on, we
always used existing material that people see every
day and take mo notice of,

US: It is known that you are very much against the
use of animals for scientific experimentation —des-
cribe this movement in the UK and the present
situation.

NE: Contempt for animals as a subordinate species
is part and parallel of the nukiller mentality, and the
people responsible for this mentality are white ruling
class men. It is this class and their lackeys who hawe
dictated what humam progress is. Progress to them is
profit, whatever the cost. The cost s millions of
humans in the third world being used as guinea pigs
for drugs that the multi-nationals are trying to sell us
to cure the diseases that they have created through
their exploitation. What has been happening in the
UK is that groups have emerged from within the
more established animal rights movement who
aren't content with just demonstrating and daenating
to charities, but have decided to set about using
direct action for animal rights. Croups like the
Animal Liberation Front have been organizing in
small cells to attack laboratories, damage equipment
and files, and rescue animals from the vivisectors'
clutches; there is a nebwork of people whio look after
the rescued animals.

US: Do vou take an active rale in protest?

ME: We are believers in doing what we feel is
right, despite whatever the ‘law’ is, we can’t really
talk about specific examples. We do realize that
there is no separation in the struggle for human
rights and for animal rights, 30 our targets are
legion. We're always spreading propaganda abouwt
these issues, and we've done benefits for groups like
the ALF, and more ‘legal’ animal rights groups,
squatters growps, the miners, etc.. It"s mot charity—
it's solidarity=we"re all in this shit together. We

don’t eat meat and haven't for vears —this is simple,
direct and .an important way of withdrawing support
for a sick system,

LiS: Is Mocturmal a political group?

MNE: Palitics 13 sboiit power. Powear dver wisimén,
animals, the planet, and each other in our day to day
dealings. Power is about hierarchy where groups of
individuals are divided into ascendent groups with
comresponding power over their subordimates. NE
seeks to nudge people into an awareness of their own
submission, Awareness is therapy, is self-help, is
liberation, is the beginning. We are less concerned
with breaking down physical structure than the
idealogical glue that holds them together. We don't
provide manifestoes or blueprints, rather we seek to
stimu late the nabler passions im our fellow beings, a
sense of moral righteousness which is the midwife of
all change.

MOCTLIRMAL eMISSIONS

Mo Sacrefiee '--_"" e Lipris ing

record cover
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Flona Virua and Nigal Ayers, photo: lan Cralg /

“SONGS OF LOVE AND REVOLUTION™ \

RECORD RELEASES:

Tissua of Lies", Lp, Emissions 1981

“Fruiting Body®, Lp, Sterile 1981

“Drowning in a Sea of Bliss", Lp, Sterile 1983

“Viral Shedding®, Lp, lluminated 1983

“Befehlsnotstand”, Lp, Sterile 1284

"No Sacrifice”, Ep, Red Rhino 1084

“Songs of Love and Rewvolution®, Lp, Sterile 1885

“Shake Those Chaing and Rattle T Cages”, Lp, Sterile 1985

CASSETTES:

*Deathday”, Sterile 1981

“Whisky A Go Go" Sterile 1982

*Live in Rome®, Flowmaotion {1982

"Dyskinesia®, Sterile 1983

"Live at the Ritzy", Cause for Concern 1983
{also appeared as an Lp called "Chaos”)

"The Fight Goses On”, Staaliaps 1984-85

VIDED:

“Bleeding Images", (45 min.) Sterile 1982
*Ewen The Good Times Are Bad®, (5 min.), Twinvision Alchemy 1983
"The Foetal Grave of Progress”, (30 rn[n.i Sterile 1984

FILM:
"The Foatal Grave of Progress®, (20 mins/16mm) Sterlle 1983
{different from video)

PUBLICATIONS:
Tract 001", Sterile 1882
*Morth Pole® Touch 1985 (contributed essay)

ik o e e o Contact: Nocturnal Emissions

and tape cormpilations, and have been featured in c/o Sterile Records
many visual ant exhibitions, 90 Lilford Road
Sterile Records is now doing subscriptions, you get London SE‘EI Engh“d

everything on the label in terms of records and
cassettas for oné year, wite to tham for
Information.
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LADD=FRITIR

Brian Ladd and Julie Frith are responsible
for a number of projects that include
Psyclones, Ladd-Frith label, (*bjeki maga-
zine. Psyclones music is very difficult to
pin-point, the unpredictabality 18 al times
almost annoying; each recording is not the
next product of a linear progression, it is the
conlinuation of an ongoing experiment
where categorization is nseless. Most music
labels are not interested in a group such as
Pseyclones, so the Ladd-Frith label was
initiated do release their own music,
progressing to releasing music by other
artists from around the world. Ladd-Frith is
definitely one of the most experimental and
diverse tape labels that exist today, musie
ranging from the harsh noise of Pacific 231
to the psewudo-funk of Smersh, etc... Objekt
magazine is an extemsion of Brian and
Julie's shared interesti in music and
graphics; contained within the pages are
contacts and critiques layed out in a visnally
playful manner. The following interview was
conducted by William Davenport and
Tamara F.

Briam and Julia

Unsound: “What is your approach to recording?
Ladd-Frith: We either go Into the amudio and build a
song track by track, or else we use a freeform mathed,
where we *‘go for It"" in the studio. We decide what
Instruments we want do play, what kind of mix, and
somveticnies what overall feeling or concepis we weant to
communicate. Then we improvise over the length of the
whaole tape.

US: What were some of your intentions behind
"Between Space,’’ and more recently “Cult Leader
Geng-Haped By Disciples''?

LF: “Between Space' is designed to be one waork,
and it is an experiment in ambsient musie, whereas
“Cult Leader.."" i3 a collection of excerpts from various
improvisational sessions.

US: What makes a tape complete and ready to
release?

LF: When we're satisfied with the way it looks and
sounds,

US: What locks and sounds good to you?

LF: You have to look at it piece by plece, the Inserts,
labels, information, music, ete... The sum of those
paarts equal a complete work and it all adds up to satis-
faction.

US: Do you think musical style is up for grabs, and do
you have a styllstie preference?

LF: Yes, it’s definitely up for grabs. We combine all
tupes of music which would seem incorapatible, and wa
turn them info a new hybrid. [t also depends on how we
fe] at the time.

US: [Po you use style as a necessity or use it for a
certain conceptual purpese?

LF: Forexample, we were asked fo partlcEpate in the
Alternative Funk Lp (Vex/Man, France), so we created
& funk =zong called “Fall in Time."" When cur debut 45
was rejected by Rough Trade because it ““wasn't
energetic or politdeal enough,” even though they had
previowsly agreed to carry it, we took a look at the kind
of crap Rough Trade was promoting (UK dance music,
and anti-Resgan punk stuff), and we declded to create
an “energelic and political' song that would be suitable
for Rough Trade. That's how “Reagan for Shah!™" was
born—it's an imitation of funky dance music and
swertly political lyrics.

US: What stylels), if any, are your favorite?

LF: We like Ambient, Rock, Industrial, and Funk. We
prefer the “'Hard Rock'™ sound mwost of all, but it's so
meaningless to put these labelsion the different styles,
because everyone has a different interpretation of what
the term means. We like to mix these stules together to
create new, undefinable styles.

US: Are Payclones am electronic-music group?

LF: Yes, becauss we do use a lot of electronlc equip-
ment like synths, drum boxes, tapes, etc.. Mo, because
wie alse use guitars, bass, drums, percussion, wiolin,
sax, etc.. It's not exclusively electronic.

US: Why do you make so many references to elec-
tronie-musle, such a3 ealling yourself “*new hybrids in
electronic music'"?



LF: Becawse electronic music has such a wide
specitum=Whitehouse is different than WVangelis,
Smersh is different than Tangerine Dream, Psyclones
are different than Kraftwerk, yet all these groups are
electronle music groups.

US: Do you feel there i3 & consistent element present
in your wark?

LF: Quality and the ability to change and evalve, We
don’t want our sound to stagmate. Evolution is the
determining fackor.

U5: Doyvou feel that wou are reacting, interacting, or
rebelling against other groups, ideas, ete.?

LF; We react on evervthing—it's @ natural thing to
do. Reactions can be conscious or sub-conscious.
Interact? Well, yes... we do play with groups that
exhibit a totally different kind of music than we do, and
we do like some of these people as friemds. We also
appear on various compilations with other groups that
we don't necessarily liken ourselves to, We interact.
We definitely rebel against a lot of groups, and against
a lot of ‘ideas’ in general. We do consider curselves
muslcal rebels of a sert. We do whatever we want to do,
and we do it our way because that's the way that we
want it. We are in this respect very selfish.

US: How did the Payclomes come about?

LF: The Psyclones was formed in 19680 as a four piece
group. We had actually started out doing pretty much
what we do now, Julbe and T would create music on tape
using all of our instruments, gadgets, tapes, efc... bul
as a band we played a lot of cover songs (the Stranglers,
the Clash, Snakefinger, Joy Division, and more)
because they were more suitable for a “bar’ or “club’
atmosphere, In 1981 we broke up due to various
conflicts and reformed as a hao piece group, it was
gasy —it was the more ‘natural” thing for us to do.
JS: How do you work together, what are your
different approaches in creating all of your various
projects?

Frith: He goes one way and [ go the ather 50 that we
get & wide range of ideas. We don't think alike, which is
great. We work on our solo projects separately and we
also work together. Each way workis well, they're just
different.

US: What are some of the personal discoveries that
veu have made throughout veur musical progressions?
LF; The more different types of music you can
possibly listen to—the better. And that the meost
interesting music is not the most popular music.

Us: Who have you been collaborating with recently?
LF: We are now playing with Schlafengarten and the
elusive Gregg. Both are funny and different people,
both are creative and individualistic. Schlafengarten
plays synth. and loopulater, and Gregg provides spon-
taneous lyrics.

US: How do you view live performances in relation to
your tape work?

LF: They are two totally different things, With tape
worle, we do all of the mixing and totally control the
sound. When we play live we're at the mercy of a
soundman who may or may not appreciate our music.
Outside factors cen influence the sound as well, an
audience reaction can create & certain mood unattain-
able in the recording studic. Both hawve their dis-
advantages and thelr advantages.

WABPOM, BuysEpy (ajoyd

aiudes L snp
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Psyclones at People's Theatre Coalition 1085
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Us: What are your stories behind your troubles with
the L'Invitation and Sordide Sentimental labels?

LF: We were approached by Yann Farcy of L'Invi-
tatian Auw Suiclde (France), and asked to contribute to
an Americen ‘underground’ compilation Lp called,

“The Gift of Moise'' lusing our song title without our |

consent or knowlege), along with the groups Mo Trend,
Smeresh, F/i, and Senseless Hate. We were also
promised an Lp of our own for the label. We all signed
contracts with Mr. Farcy, and the record was pressed
with a photograph that Julie took on the front cover. At
least 2000 to 3000 of the album have been sold around
the world, and it has been out over .a year, Mone of the
groups ewer received even one copyr of the Lp from Mr.
Farcy (even though each of us were guaranteed 15 by
contract), and the omly rovalties he's paid have been to
us (approx. 3180) and we had to threaten him to get that
much. He's a totally dishonest man! He even stole the

only master tape for No Trend"s '“Too Many Humans'*
Lp.

18 st sund

photo: Viscera

ochlafengarten

Sordide Sentimental Is a slightly different story, Three
years ago, Jean Pierre Turmel of §.5. promised to issue
an Lp by the Psyclones as part of his new Lp serles. The
peajest kepl being delayed time and agaln, but J.P.
promised that he weould net back on his word—the
Feyclones Lp would emerge. He was always very vague
with me, refusing to even tell me the names of the
songs he wanted to press. At one point | asked him
what the ‘text” would refer to, and he said, “It's a
secret.’” Then [ wrote a rather homest review of his
Psychic TV single in Objekt, stating that | thought PTV
was the “'biggest joke band of all time.” Well, Mr.
Turme] and Genesis P. are very ‘intimate” friends, and
[ guess my honesty was too much, because J.P, stopped
communication with us at that point. Finally, after
numerous letters, and a phone call to France, J.P. told
me that the project was cancelled, because he “didn't
feel the project anymore.”' He also lumped us In with a
groupr of *misfits’ that included Steve Brown, Blaine
Reininger, and Tuxedomoon. I felt better instanthy—
that's a good crowd to be lumped with! 5o, these
experiences hawe actually done something for us— we
have learmed a geeat deal from these unfortuante
encounters, and we are much more careful in our
current business affalrs. These are people of the past,
and we don't look to the past. We are looking to our
new Lp on the Subterranean Rerords [abel (San
Francisco). We are happy to work with Subterranean,
and we are confident in the label and the project as a
whaole.

US: What are your feelings om ‘culty” groups,
singular ‘powers," etc., based on your consistent view-
point within Ofsjelt?



Fayclones at Club Foot 1383

Ladd: What do you want me to say? That anyone that
believes in paychic powers, magick, occult, rituals, the
Devil, God, Genesis Poor Ridge, Psychic PPF, Jim
dJones, Chuck Manson, the number 23, the number 666,
the number 777, ete. ete. i3 a pile of donkey shit that'd
make a better lermming of sheep than a humman being?
Okay, I just said it, That anvone that devotes them-
selves to the following of an “idol,” ‘mentor,’ ‘master,”
or ‘cult leader” iz & spineless lily of the field that should
be drinking Koel-Aid in the jungle? Olsay, | sald it. It's
all beery done to death. It's a gimmick to sell records,
that’s the goal—to sell!

US: Could you describe some of your live shows?
LF: Sometimes, if we know that we're playing with
other groups that are more ‘popular’ (more trendy), we
like to antagonize the audience and the other bands by
playing shrill, high-pitched noise. This wsually ac-
complishes several things: It makes people mad (it's
net uncommen te have ocur power cut off by the
sudience); it tests their tolerance to real noise (as
opposed to boring, thrash punk nedse); and it tests their
open-mindedness (can they accept ‘new’ moise®). At
seweral showss we brought no instruments, juet tapes,
synth and bullhorn, and improvised loudly for half an
hour. Each show §s different.

US: ‘What prompted the Ladd-Frith label? And what
are scme future plans for the label?

LF: Originally we initiated the label to release our

tapes under, the name Ladd-Frith was simple, it™s our
last narmes, it's strong and ditect—[t's what we are. We
decided o release other people's mushe because there
were some local groups that we liked, and we wanted to
help promote their music for them (Phallacy and
Schlafengarten). And then we got the tape from Black-
house, and we also released the Objekt series com-
pilation cassettas, =o the naut logleal step deemed lo
continue producing other groups on the Ladd-Frith
label. We would like to expand the label roster, and if
fimancially possible release records as well. Some
future cassette releasss are in the making by Soviet
France, Monochrome Bleu, Asmus Tietchens, Vivenza,
RAF Gler, Atticle 62, and of course, Psyclones.

3 kﬁiﬁr

cassefle cover

Us: How has the responge been to Blackhouse?

LF: As=oon aswe heard the tape, we were Interested.
It kmnocked us out! A Christian industrial noise bandl
How refreshing, and the response has been ower-
whelming. The Blackhouse tapes are among our best
sellers, and they are schadulad to appear am various
records, tapes, etc. in the near future.

US: What prompted Objekt magazine?

LF: The lack of information about an alternative
music sceme here in Eureka (California). Underground
muszlc was basically unheard of at the tims, ‘Punk’ was
the fashionable alternative to pop, and no one cared
about anything else, no one knew about anything else.
We decided to try to “teach’ people about it, and if they
didn®t care to listen and learn, we were right thera to
shove it down their throats anyway, Mow it is less of &
retaliation, and more of an information source, less
local and mome . international. Distribution Bs rnwch
better now, so the ldeas eupressed in Objek® have a
further, larger impact than before. The spirit of Objekt
is that of a ghost unseen ... we've learned how o
develop and refine all the different aspects of a
magazing, and will centinue in this manmner.
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| Record Releases:
"Electric Tone/Like You®, 7, Clone Tons
"Psyclones”, Lp, Subterrangan Records

| Cassette Releases:
"The Underground Beat”, Cause & Effect
"Wa're Differant Thinking Peopla”, Dia Ind
"Psyclones”, Ladd-Frith
. -D-F".L"‘ L-F
“Gilt of Noise®, L-F
"Dead Pygmies Live", LF
*Club Fool®, L-F
"Owr Latest Cassetta”, L-F
"Lika Death With The Lights On™ (Psyclones/Schlafengarten), L-F
"Interragation”®, {Fsyclm‘real’ﬁcmafenganen], L-F
"Betwean Spaca’, L-F
*Cult Leader Gang-Raped By Discipless®, L-F

I Record Compilations:
"Gift of Noise®, L' Invitation Au Suicide/ France
“Alternative Funk (Folie Distinguee)”, Vox/Man/France
*Pas De Deux®, Auxilio De Cien in

PSYCLONES

"Giod Bless America”, RARecords/USA E

I Cassette Compilations:
“Insane Music for Insane Pacpla®, Insane Music/Belgium
*Objekt 18 2", Ladd-FritWUBA
“The Tape report”, Die Ind/Austria
Sensational 3/4°, lllugien Production/France
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"AARM #1°, ARPH apas/USA
-Hemosexpiens Project’, Magisch Theatre/Belgium
"Sex and Bestiality”, Bain Total'France

"Swallowing Scrap matal”, Gut Level/USA
"Necronomicon #2°, Ne:rnnnrnimfﬂgain
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"Imis_datTrada Jourmal #2°, ZTJUSA
“Pursuit of Happirness®, Sound of Pig'USA
"Madness Lves”, Walls of Geni

"Hell iz Intimate™, VP 231/France

*Dreams Whila Drowning”, Gut LevalUSA

I Ladd-Frith Label:
"Live on KHSLU", Phallacy
"Pro-Life”, Blackhouse
"Hopa Like A Candie”, Blackhouse

casselle covar

"Objekt #2, International Compilation*" (featuring S-enselass Hate, Walls of Genius, ABC

Mutas, Minimal Man, Pacific 231, Human Flesh, ate..)
"Hammerbones"Putrefied Brain®, Le Symdicat

"Death in the Cameroon”, Controdled Bleading

"The Last Morality®™, Pacific 231
“Stomp”, Smersh
"After Sanity®, Problemist

‘Chiekt #1 - deleted from catalog

Contact: Ladd-Frith
P.O. Box 967
Eureka, CA 95502 USA
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MONOGHROMIE

Image used for postar and taps cover

From it’s beginning in 1982 Monochrome Bleu have been
interested in various art forms. In 1984 they performed
“‘Schwarze Bilder’’ at a house designated for demolition, in
which they played a very loud and individual arrangement of
Verdi's opera, ‘‘La Traviata.”” They began to concentrate
more on the techno-visual aspects of presentation by
collaborating with the visual artist Leo Schatzl, performing at
the Ars Electronica Festival and the Austrian Film Festival.
More recently they presented the multimedia exhibition
*Schnell and Hell,”” and were involved in “"MUKU"’" which
was an art festival in Kassel, Cermany. Another aspect of
their activities is the Die Ind tape label, and sound
productions for other artist’s performances and videos/films.




“"“The video should not make the music
ambient, but sweeter, shocking, and
boring...like in a video clip—music is
life—noise is music, a folkloristic sound
(suburban folk), the crash, the cars, the
factories... We don’t live in nature—we
live in an industrial town—the audience
does not hear the noise in our music—
the pictures on the video suggest the
noise—we play only the structure on
our instruments—this is our live
situation—we minimalize, because the
spectator should not be taught—we

want to talk, maybe we can learn with |

them. "’

Wolfgang Doringer

They did It somehow, bul they did It alliright, video 1984

Junk Funks, video 1984

il Unzaund

Wolfgang Darninger, during Ars Electronica Festival, 1985

Monochrome Bleu — Live Concerts

“ We try w integrate the entiré room as well as the
andience ﬂ'l.l.l'l.l!l.ﬂ' our live rmances. The aodience

‘should become involwed im the ritual and not jast

behave as consumers. It is important for us to create an
atmosphere of space—obmining different levels of
communication (@udio and visual). Monochrome Blea

because we wanted to create our own sound-
tracks for gur Super 8mm films.(At this time Woligang
was experimentimg with tape recorders, tone genera-
tors, €tc.. Thomas, ag this time was playing classical
guitar sind he suddenly became fascinated by the sound
of the saxophene.)With a limited amount of equipment
we pro-duced our first tapes and concerts. '~



Monochrome Bleu:

composition
horn, vocals and composition

films
DR. W.H.—bass (new member)

Wolfgang Dorninger — synthesizer,
drum computer, sound effects and

Thomas Resch—saxophone, wastepipe

Leo Schatzl—video, visual concepts and

12 Uhr Mittags

The performance occured at high noon on the main
square in Linz, Austria. We were wearing military
clothes, carrying the Austrian flag, and using
imstruments instead of weapons. The three of us
provoked the passers-by using the instruments
like guns shooting into the audience. Two of us
played a military beat on the drums, then some old
Nazi's cried to stop the action and sent for the
police, The perfformance was stopped and we were
arrested on grounds for suspicion of 'degradation
against the stare.”” We declared it was art—not
guilty was the decision im court.

Rio—Tokyo —Linz

An experiment, to use the mechanism of the
ingtitutional ways of communication (TV, tele.
phene, etc.) and the influences on our perception,
in a eonceptual way of formation. Every activity
which goes ourwards (correspondence, press
information, organizacion, image) would be the
calculared component of the formation...a staged,
conseiows controlled cooperation of imaginary and
real impressions.

Ria - Tokyo, 1984
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Schnell und Hell

Translates as **Quick and Bright," is a slogan—Ilike an
advertisement, easy to understand. The idea was wo
work, to install, 1o prodoce and o present the works,
pictures and films vedeos in a room which is filled with
the character af the artist. Every room has its magic.
The pictures Leo painted were filled with similar
slogans (ships, sails, and horns) painted in B/W on
clear nylon sheets (framed). The opposing wall was
painted white and yellow (reflecting inte green). The
performance consisted of video work projecied on
screens; A filon and soundirack; and are awthorities
speaking about Leo's art. This followed with a
conceptual musical performance by Monochrome Bleu
—thie theme being **Schoell and Hell,™ Leo Schatzl, 1985

TV monitor hanging from cailing

Sehnell and Hell, Body - Musis" 1285

Contact: Monochrome Blau
c/o Die Ind

Freistadterstr. 237

4040 Linz, Austria
Die Ind Catalog:
“Leider Mur Im Wehnzimmer”, Monochrome BlewZSA ZSAROI
*Durikle Schwingungen”, Monachrome Blay
"Musik Zur Besseren Verstandigung” , Jogsef K. Noyca'Leo SchatzlMonochrome Bleu
(Self-titledd), Monochrome Bleu
Fadi Sampler Linz", Geza/Herman WurzerUrfahrwandchore/Susi/ets...
Monechrome Bleu:"Live™/Josef K. Moyea:Tausende Schnitte”
:‘-T"i'e'ran[;l!arem Tr_}i rmirﬁ{Pmpla‘, Psyclones
apa Report and Tape', (a magazine with Payelanes, Mental, Viscera, etc..
"Musik Zur Bessaren ‘u’erslanl:ili‘gun g", (sou ) I‘gfﬁﬂw MUKLU festhval) Monochreme Bleu
Bali - Alternative TV", Josef K. Nﬂgﬁ
"Der Wellen Schrel”, (Fadi Sampler 2) R. Punzenberger, P. Androsch, Pepi Meaier, etc...
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NURSE WITH WOUND

Interview by William D. & Tamara F.

Unsound: Frior to Murse With
Wound, were you already experi-
menting with the more wnusual
formis of music/sounds—and what
were the conditions that led you and
the other original members to form
MW

Steven Stapleton: Before the for-
mation of MWW, although | wasn't
aware of it at the time, | was
preparing and training myself to
listen, not just to hear. | never even
considered the possibility of person-
ally making music until | was given
the chance to wse a studio for a very
small sum, | immediately rang my
two closest friends at the time and
said “'I've got a few howrs of studio
time free —go buy a guitar or some-
thing.”” They did and the result
became our first album “Chance
Mesting, ...,

US: How doyou come up with titles
for your recordings?

55%: When | work through a com-
position my thoughts are many, 1“m
thinking of a thousand ways to
construct it, usually | take recording
very seriously, but sometimes every-
thing falls to pieces and very silly
‘working titles” occur. Often titles
relate to incidents which just happen
with these bouts of ‘serious record-
ing.” I'm not quite sure why, but the
titles amd the music are both
becoming more and more absurd, in
a way | hope it”'s just a passing phase
ending with "Sylvie and Babs,” but if
not, I've no idea what to expect,
US:  Areyou trying to make music a
visual experience?

5% Im a strange kind of way |
suppose that's true, | think | relate to
music om many levels, wisually,
emotionally, sexually. | would like to
feel that other people can obtain
their various pleasures from listen-
ing to the records, for instance, |
would dearly love to create some
music which determined certain
reactions in it audience, an erection
maybe, or vomiting or even intanse
pleasure, To some degrees it's
possible, | would like to master it! In
the past I'm swure |'ve had many a
NWW listener run frantically to his
hi-fi in search of a scratch that does
not appear to be seen but can be
heard.

David Tibet

Steven Stapleton

John Fothergiil



US: How did yvou imitially meet Willlarm Bennett
and |ames Thirwell?

S8 William was wel| known loeally as a pervert, he
wis always hanging around public toilets and getting
involved in lewd scandals, | knew of him by
reputation long before we ever met. 'Whilst on
holiday in Amsterdam, in a particularly nasty porn
shoo, 1 noticed this person purchasing several dozen
'he wy' magazines, with titles like *‘shit-fun,”
“tit-pulp,”™ etc. | recognized him as ¥William Bennett
and we got talking, | then learned of his musical
autings.

When the hippest place to meet for young trendy
‘Industrialists” was the Virgin record store in
London’s Oxford street, situated in the basement of
a small shopping complex, it was ideally suited to
loud wugly music and lots of white powder, the
chairman of sniffers and deranged disc-jockey was
Jim Thirlwell, in how Foetus was born. Today he's
the only genius working in the Field of music.

LS NWW s both humorous and horrifying, and
very psychalogical on many different levels—ds you
feel that you are exploring new ways of thinking?
55t Somebody once said of a NVWW recording,
“when | listened | wanted to be sick, laugh, cry,
stroke a doll’s hair, rip its arms off, believe in god,
curse these people for humiliating me.** | feel | am
exploring new ways of listening which obviously is
exploring thought, as | said earlier for years | was
learning to listers, people as a rule haven't the knack,
many of my musical friends can‘t do it. 1 want the
listener to be shocked and stimulated. | want him to
feel the music, think the music and not just hear it.
US: WWhat consistencies have you seen throughout
NWW"'s development?

55: Everything has been consistent except for the
liné-up. I've seén an increase in humour and ab-
swurdities, as well as a general decline in the darker
side of things. I feel the music is also rising to a
better standard. The darkest side is yet to comel
US: What have been your approaches to doing live
performances, and why so few?

S8  Music live to me is a very different affair than
irt the studie. I the studio | can craft a piece, re-
work it, mix it ten times or scrap it. A record is
forever, a live performance exists only as it happens,
I like to attempt a kind of perfection when recording,
live | can't, and I'm not interested in pleasing an
audience who wouldn't kmow good music if it hit
them in the face with a hammer. If a NWW concert
takes place in the future | will not take part in it |
loathe them, the pretention, the squalid atmosphere,
the deaf audiences of friemds and drunks, they do
ndthing for me.
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UNITED PARIEY,

US: What is your relationship to
infermation?  Youwr main  sources
when developing a compositions

5% The form in which | have
instinctively chosen to work within is
sound=the world is full of them,
there is not such thing as silence.
Every minute of each day I'm being
fed information, it changes the way |
thimk and the way | react, there's
litthe | can do about it, it must affect
my choice of components for the
comipositions, my emotional state
always dictates the mood of the song
I'm working on.

US: What type of equipment do
you used

55 I'm not a technician, we use
whatever is at hand,

US: Do you and others involved
within MWW work om amy other
language and for visual projects out-
side of MWW, such as |ohn Fother-
gill*s work on ‘The Ultimate Seduc-
tion of Jovee's Ulysses™. ... etc.§

55: All three of us are extremeely
active, | run United Dairies, and
occasionally work with other people
in the studio, I've been producing
some stuff for other labels. David
Tibet has his fingers in many pies,
Current 93, Mi-Mort records, and he
hat recently gone to Mepal to record
some chants and traditional Indian
folke and religious musics for a new
‘ethnic’ label he is putting together
—all this and much more.

Diana FRogerson [Crystale] |has
recently released her first solo
albwm, wwhich | recommend, and

she is presently working on her
second. DHana is quite an odd persan
and her presence has affected me
greatly. She is the most absurd, vile,
disgusting, highly charged, erotic,
beautiful balance of parodies of
extremes of human nature I"wve ever
come across. She has written a lot
and makes films fitting of her
character, some of which United
Dairies may issue as a video in the
near future,

US: Who is your favorite Dadaist?
55: Clint Ruin or Raoul Hausmann,
US: Could you axplain the con-
nections behind the way references
are made to past artists, their works,
ete., &g, ‘Merzbild Scheet’ possibly
referring to Kurt Schwitters, or
‘Chance Meeting on a dissecting
table of a sewing machine and
Umbrella® a Surrealist reference.

Diana Rogerson & Steven Stapleton

8§S: On ‘Merzbild Schwet’ | wanted
to create music with the feel amd
originality of those two great move-
ments, the Futurists and the Dada-
ists, and | feel the music clearly
reflects the essence of those origina-
tors. Dada for me was and still is one
of the great loves of my life, whereas
Futurism seems to lack in reality
what conceptually was rewaluti snary.
| would say MWW creates Surrealist
music,

US: How was the 'self-indulgent’
attitude acquired? [in reference B
‘Our motivation and inspiration are
the pursuit of complete and endless
self-indulgence’) What is the listen-
er's relationshipd

3% On every lewel music and
pleasure are indulgent, | please anly
myself, The listener should be a
thinking mawn.
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Nurse With Wound Basic ﬂ'ﬁl‘ﬂﬂmﬁﬂ_

Formed January 19789 by Steven Staplaton, John
Fothergill, Herman Pathal,

May 1978: released first album *“*Chance Meeting on
a diszsecting tabls of a =ewing machine and
umbrella™ [United Dairbes).

February 1980: released second album *‘To the quiet
men from & finy girl”" (UD}. Persomnel: Steven
Stapleton, Johm Fothergill, Jacques Berocal.,

May 1980: relessed third album ‘‘Merzbild achwet"
{UD}, Personnel; Steven Stapleton, John Fothergill,
‘March® 1981: recorded untitled track for Come
Organisation compdlation “‘The Second Coming"
iCome Organisation). Personmel: Steven Stapleton,
Jim Thirwell, Heman Pathak. :

April 1981: recorded 'Duelling Banjos"" for United
Daries compilation **Hoisting the Black Flag®" (UD).
Personnel: Steven Stapleton, John FPothergill,
William Bennett,

Juna 1881: released fourth album "'Insect and
individiual silenced™ (UD). Personmel: Stewen
Stapleton, Jim Thirwell, Trevor Reidy.

Decomber 1881 recorded *'Fashioned to a device
behind a tree’'" for Come Organisation compilation
“Fur lIse Koch™ (0], Personnel: Steven Stapleton,
Robert Haigh.

March 1882: recorded I was no longer his
Domingt™ for United Dairies compilation ““an
Affiicted Man's Musica Box™ (UD). Personmel:
Steven Stapleton, David Cross.

May 1882 released fifth album “‘Hombopy to Marie'"
[(UD]). Personnel: Steven Stapleton.

June 1983: recorded ‘‘Ciconia” for Selektion com-
pilation ‘‘Masse Mensch" (Selelktion), Personnel:
Steven Stapleton, John Gothergill.

Juiy I985: re-recorded *‘DADA X' (from 3rd L),
and it was releasad with "'Ostranenie’ (from 2nd Lp)
as ‘“Ostranenie 1913" (Third Mind). Pexrsonnel:
Stovon Stapleton, John Folhergill, David Tiket.
December 1883 released first 12" single “'Gyllen-
ghold, Geijerstan and 1 at Rydberg's"' (Laylah).
Personnel: Steven Stapleton, David Tibet.
December 1958 recorded "'Nana or a thing of
uncertan nongense’' for Extract compilation *“The
Elephant Table Album' (Extract), Personmel:
Steven Stapleton, Trevor Heidy.

Janwary 7984: recorded *the Burial of a SBardine"' for
the free Laylah 7'° with the other aide being Current
893, It was given away with the first 100 copies of
Current 93's “'Mature Unveiled'" [LAY). Personmel:
Steven Stapleton, David Tibet.

May 1884: recqgrded '"The strange play of the
mouth” for United Dairies compilation * 'In Fractured
Sillenes'’ (UD). Personnel: Stéven Stapletom, Laura
Ferrari.

June 1984 reloased "'Brained by Falling M asonry'
(LAY). Persomnel: Steven Stapleton, David Tibet,
Diana Rogerson, Jim Thirwell.

July 1884 ; recorded a short voeal pieee for the P16D4
“District™* Lp (Selektion). Personnel; Stevem Staple-
ton, Jim Thirerell.

September 1984: recorded “Automating Again'' for
Frux compilation “*Born out of Dreams’" (Froz).
Peraonnel: Steven Stapleton, Diana Rogerson, David
Tibet, Ed Ka-spel.

& Unsound

November 1884; recorded " "The Poo-FPoo Song'’ for
DOM compilation *'Ohrenschraaben” (DOM). Per-
%‘i-:-ﬂnel: Steve Stapleton, Diana Rogerson, Diavid
e,
January 1985 recordad ‘‘The Danca of Fools’' for
Third Mind compilation "“Could you Walk on the
Waters™ (TM). Personnel: Steven Stapleton, Diana
Rogerson,
Fetruary 1885 Live at Bar Madorer, an event with
Codl, NWW, Current 93, ste...
April 1985; recorded two pieces Por * Musique Brut"
Lp (3ide Effekiz) based on the muasic of Adolf Waolfli.
Personnel: Steven Stapleton, Diana Rogerson, David
Tibet.
May 1985: recorded “"Stick that Chick' for Laylah
compilation ““The Fight is On'" (LAH). Personnel:
Steven Stapleton, Diana HRogerson, Dawvid Tibet,
Brian Williams.
Jume 1985 released sixth album ““The Sylvie and
Babs HI-FI Companion' (LAY). Personnel: a cast of
thousamds,

JRACD PUOE
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Contact: Nurse With Wound
BM Wound
London WC1N 3XX
England



JOFN
DUNCAN P

Interview by Paul Lemos

UNSOUND: Please discuss your background: upbringing, early develop-
ment, early interests and inspiration (film, music, literature, etc.).

John Duncan: My family was and is very religious. We moved around a
great deal. | attended high school and university graduate-level courses in
the psychology of color at the same time; graduated early from both. Much
of that study centered around various uses of psychology in advertising,
methods used to manufacture myths, and | learned to despise the process.
Inspiration is difficult to pin down to a describable handful of sources;
basically it comes from people who refuse to accept what they're told to do
and make their resistance public,

US: How would you describe your work ?

JD: What | try to do is to examine a situation that most people either
refuse to think about or are unaware of, one that involves mass-conditioning
and especially one that prepares people to be sold. | think about my own
reactions to the conditioning, as one of the mass, then put them into a form
that someone else can identify with.

US: What are the philosophical undertones behind your work: what
motivates you to do what you do and are you making sociclogical statements
by performances?

JD: What motivates me is blindness, especially my own. If I'm repelled by
something, for example, | want to understand why. Which is stupid, of
course, because we can be induced to accept anything, including totally
opposite moral values such as a desire to commit acts that we consider
atrocities. We"re addicted to being told what to think and | believe that the
end result of this addiction is crime. That's why | commit crimes=to expose
this process for what it is—and that’s one reason why people can sometimes
identify with what | do.

US: Explain the reasons behind interest in and graphic representation of
a) sex and b) self- mutilation and how it works within the realm of your
presentations.

JD: | think it's impossible to separate the two; one results in the other. |
use them in my work to show the connections between them.

US: Why did you move to Japan and how has the Japanese aesthetic
affected your work?

Unsound I7



JD: | came for several reasons but found the most important one only after
getting here. The Japanese culture is in total chaos. Everything has
changed, and so fast, everyone seems completely lost about how to cope and
how to think about what the concept of ‘identity’ means. This culture
continued virtually unchanged for one thousand years. The American Occu-
pation was the first time in a thousand years that contact with Western
culture couldn’t be strictly controlled, couldn’t be controlled period. So after
being restricted to a handful of tight little zones or not being allowed in at
all, Western culture was suddenly running the country and for the last few
decades became a symbol that has caused people here to think of their own
culture as obsolete. Trying to figure out which parts of both cultures fit and
which don"t have left people paranoid, frustrated, masochistic and Japan’s
gotten rich from keeping them that way. A lot of people are beginning to see
that and are asking themselves hard questions about how to escape, what to
escape to. That's why |'ve stayed.

US: Discuss the difference in reactions to your work in Japan and
America. Did you speak ) apanese or was language a tremendous barrier?
JD: Language still is a tremendous barrier! | still can’t read anything more
complex than signs or subway maps without a dictionary: simple personal
letters take about three or four hours a page. Conversations are limited to
simple words or going through a translator. Reactions to my work are very
different here mainly because people interested in an event often talk after-
ward, criticize in a way that makes it clear they understand what the work is
about and ask questions that aren’t easy to answer. That kind of support is
difficult to find anywhere; 1've been very lucky, In LA that came only from
close friends. :
US: How do you make money to survive and travel—does art provide
much income?

JD: | teach English to friends and write articles that are translated. | don't
earn a living from my art and don’t really want to, after seeing so many
artists destroy their most valuable asset by depending on it to eat.

US: Please discuss the music, art, film, etc. that has deeply moved you
and shaped vour own perspectives.

JD: Well, as far as recorded work goes, the things | can think of right now
are Joe Potts’ experiments with subliminal control in his visual work and in
Airway, Cosey Fanni-Tutti’s early art, Lou Reed’s Metal Machine Music,
TG's first Lp’s, Penderecki’s choral work, Russ Meyers” films, Schwarz-
kogler's work and Paul McCarthy's videotapes. But events have changed
the way | think about something as much as things: the media coverage of
Jonestown and Gary Gilmore's execution really woke me up to the depth of
the connection between obscenity and entertainment.

US: What is your instrumentation and creative process in developing
material for a record—can you ever see yourself working in a commercial
context?

JD: The instrument | use is mainly shortwave, either by itself [mixing
signals on a 4-track cassette) or with some other sound. The first experi-
ments on Creed used simple signals combined with some of my dreams;
recently I've been combining them with sounds made by commercially
available erotic stimulants . About working in a commercial context, a friend
here who runs a large porn publishing company has invited me to do sound-
tracks for a couple of their films and we’'re working together on a third
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one—if that turns out to be popular I’ll be very glad. But if you mean can |
ever see myself making a product for some record company, | probably
wouldn’t be interested and | don’t think they would either.

US: What are your views of sexuality/taboos and basic ideas about
traditional sexual attitudes?

JD: One attitude that's universal is that sex and death are solidly con-
nected, that they both ground us to a blood-and-guts animal body that
defies all our attempts to create an illusion of being somehow “higher.” We
doeverything we can to avoid that truth in order to convince ourselves that
what we"re doing to make our lives valuable has some sort of meaning, that
we have control of our existence. To do that, we have to create illusions of
being able to control sex and death as well; taboos and rituals turn them
both into myths, The reality of them destroys everything we build our lives
around: we need taboos to keep our sanity. Blind Date caused so much
outrage because | violated our taboos against both in one action, and said
that my reason for doing it was to show what our conditioning was leading
us to. Peaple couldn”t handle having that put in front of them. They accused
me of everything they could think of, including rape of the body’'s ‘spirit,’
and tried to send me to prison —which | think shows how desperate they
were to prove to themselves that their fabricated sense of order really does
exist somewhere outside of human society as a kind of natural law.

US: You said vou were interastad in the Viennese Actionists?

JD: Very interested, for years. For me, their work exposed an area of
human character in a very powerful way; | admire them for doing it.
Especially Schwarzkogler, even though | know that he died by jumping out
of his apartment window during a schizophrenic split and that he didn”t
really amputate parts of his body—those actions were all staged, using
medical supplies and jars of several body parts from his father's surgical

lab. | don't care that He didn’t actually cut off his penis or his finger; the
image he created is timeless.




US:  Is your work political?

JD: My work is social. That includes politics, of course, but I’'m not very
interested in that alone. Media controls us much more effectively and
controls the politicians as well. We worship it, absorb what we see in exactly
the same way as believers following a religious text. It affects us just as
much and just as inescapably as a Christian or a Buddhist or lIslamic
upbringing and what that means to us is what 1”m interested in.

US: Why did you leave LA and the US?

JD:  One reason was because | wanted to watch US culture from a distance,
see it in a different way. Another was because | was fed-up with living
there_ | couldn’t find a job. Couldn’t put my work out in public after Blind
Date—the last time | tried was with Joe Potts at a club in Hollywood: we
were both literally thrown off the stage by the bouncers after 3 mintues. Joe
had told me about the show of his autopsy-photo series that was held here in
Tokyo when he came 10 years ago, that people had asked seriously about his
ideas and looked hard at the work. Later he tried to show it in LA: most
people glanced at one or two panels, got sick and refused to look at more.
Letters were coming regularly to both of us from Takuya Sakaguchi, asking
for new work and giving supportive, intelligent opinions on records and
tapes already sent, tapes that in LA were considered irritating, incompre-
hensible noise, He also was sending magazines that carried articles he'd
written, magazines that were visually amazing combinations of surreal
porn, science, music, art, and comics. By a fluke the chance suddenly came
to go to Japan and | grabbed it.

The xerox collages displaved with this Interview
are parl of a serles that were put op sererelly I
various public tollets In Tokye, 1985,

The fellewing products By Johm Duncan are available trough
bis mailorder gervice AQM, octher products by Coarrallad
Bleeding, Merzbow, Brutal Binhdey, snd Erant Donmes are
also available.

JOHM DOMCAN:

“Riot”, Lp (shortwave, voice, stee] door)

"Gain™ caszette (locosts, film soundirack, solo and with
Faul Hursip

“Prayer”, video (collepe with porn scooes)

Contact: AQM
c/o John Duncan
A0 Unomorl
sagamihara-shi
Ranagawa-Ken
228 Japan




COSEY FANNI TUTT]

Chris Carter and Cosey Fanni Tutti have been
making music together since 1976, first as
members of Throbbing Gristle, and following the
1981 breakup of TG, as Chris and Cosey. More
recently their collaboration with other musicians
have been released as CTI (Conspiracy Inter-
national or Creative Technology Institute). The
following interview was conducted with Cosey via
the mail during a period between March and July
1985. The interview was conducted by Karl
Schmieder. |




Ungound: How long heve yowu known Chris?

Cosey Farnni Tubti: Chris and [ met before TG was
formaed in 1975% and later in 1976 wee foremed TG with
Genesis, and 3leazy came along later, Sleasy had been
with Genesis and myself as a part of COUM before
Chris met us. It was really the meeting with Chris that
lead us to doing electronic music, so | guess you could
say TG would have newer been if Chris hadn't come
alon with his knowledge of electromics.

US: What prompted the formation of Chels and
Cosey/CTI?

CFT: After the death of TG it was & nalural pro-
gression for us to comlinue making music together— we
still enjoyed dedng it and Felt no reason to stop because
TG had, We formed CTI as opposed to Chris and Cosey
to differentiate bebween our own projects and those
with other pecple. It's always unfortunate that the
equally involved people get pushed aside for the better
known people invelved. Szems mo matter what we do to
counteract this, the press still does it more often than
nat. CTlwas also formed to be an umbrella name for all
thie worl we did framn video, filen, muske, ate.. We now
tend to release our move commerncial music a5 Chris and
Cosay and the *‘avamt - garde™ side as CTI. Added to
the confusion is the fact that we, as Chris and Cosey
have formed our own record label Conspiracy Inter-
national, This is to release our collaborations on, and
hopefully in the futare, werk by other musicians. The
Chriz and Cosey music will continue to be on Bough
Trace

LS What do you classify the music you play as?
CFT: | don't really classify our muslke at all anymaore,
“Music to fall into'* maybe, to Llose yourself for a while.
It'd be good if people used music on it's own for
escaplam [as it showld be) instead of the dreaded dus:
drugs and rock 'n’ roll,

US: Do you met airplay in the UK?

CFT: I'm zad to say the airplay is minimal. The enly
outlet was Johm Peel (Author’'s note: Jofin Peel plays
“rew” music on the BBC radio) and he had a dislike for
Gen and it increased te anyone associated with Gen. |
alzo think he dislikes our music anyway.

US: How often do you play live and how do your live
shows go over with the audience? Do you employ a
large number of people to help you set up?

CFT: We play live as often as time and projects allow.
We travel light because of costs and hassle, especially
abroad with customs carnet and bulk weight, ete... 5o
we'wve minlaturized our equipment o just one flight
cpse ench and & flight cage for John's [Lacey) need as
far as the video/slides go. So because of this we don't
need anyone ta set up for us, We tend to like to set up
our e equipment becawse then we know what is and
ian't working and alse set the relevant controls and
lewels. Audiences are very responsive to us actually. [
am <onstantly surprised by their reactions and even
miore 50 their willirgness to come and tell me how much
they've emjoyed the showr,

S Where have vou plaved live and where would you
like to play?

CFT: We've played (a5 CTI} im England, Holland, and
Germany, We are to play in Canada and Holland onice
again. We desperately want to play in Japan and also
would like to play in the DSA.

US: What are wour maln musleal and nonmusieal

& Persund

influences?

CFT: I haven't a clue. | can't say things (music)
influences me because L often don't get ideas for rusic
from music. Like "“Raining Tears of Blood'" came from
seeing the closing frames of the film “Blade Runner.”
Thee Image at the time meant a I to me, Desolation of
someone crylng in the rain, Your soul is seeping away
from you and no one sees or even cares. Sad things
influence me more than happy things. | can't be
flippant in my music because [ don’t easily make a fool
of exprassing mys&lf, | must also draw on the real life
events around me for the ingredients on a track. 5o
news and life are generally my Influences.

US: Dwyou think that you'll be using more videos in
the future, and do you ever think that “‘underground”’
videos will ever have much more tham just a limited
audience?

CFT: Lately we've invested in & ot of video equip-
ment, mainhe things that have been reduced because
they were deleted, but just what we want. Chris

madifies them to get a good effect with & low lay-out In
terms of cost. The only problem with video is it doesn't
hawe the maglcal feeling of film, but it has many other
useful sides. 1 think the ‘underground' as such will
always exist because there i & need o be different to
evaryond else and is coupled with the need to belang to
an altermative growp of people. Big business has the
funds and access to advanced equipment that we mere
martals can't touch, They will always have the upper
hand and the market is theirs. Thew can buy time on TV
and radio to convince people that the product is good,
and familiarity makes people accept something as
being acceptable. Though, that doesn't mean [t's good.
US: How many pecple are involved in CTI and how do
VoL _Ehu-nrse people such as John Lacey to collaborate
with:

CFT: 5o far, there hag only been one person that we
hawe actually taker as & “member™ of CTI. That is in
fact John Lacey. All of the other people we've worked



withi hawe been a part of Conspirecy Interrational
projects. John was working many years ago a5 a
member of COUM but left in 1973. We met up again as
TG =plit, that fact being totally wnknown to him, he hed
felt it was the right time to make contact again. He was
in a healthler state of mind, and so were Chris and 1.
We mever, even with TG, wanted peaple to emulate us
or take us as sald, etc. We are always happy to meet
people who have a personal view of the world amd thedr
posltlen within it, People that feel when a situation is
wrong, and feel when it is right. There are not many
people likse that in the world, even less who hold true to
it fox a length of time, John Lacey happens to be like
this, and it"s not that he likes or approves of everything
we do or say, or we about his actions. We disagree on
many points, bul the most important agresment that we
have is our attitude to life, and our respect for it and the
limited time we may have to fulfill whatever ideas,
dreams we may have . CTI is totally different in that it is
nof a preject so much as an attitude to life and a
commitmant to the reasons why and how we do things.
Not & religion =0 much az honesty to oneself. It's haed
to explain without seunding like: an ad for a new way of
life.

US: What about the record with the Eurythmics?
{Awther's note: The CTI discography lists the future
release of a collaboration of CTT and the Eurythmics.)
CFT: This siteation is stalemate now, The RCA legal
department has the whole thing in their hands and until
the guy decides to do something, we can't move on it_ |
loved the teack we did together and the spirit in which it
was conceived. But what of today?

US: What bands do you think are currently doing

Chris & Cosey with Jehn Lacey

interesting work?

CFT: None really that are breaking new groumd. [ do
respeect Yallo, and there are a couple more. [ sometimes
listen to some old TG and think, “Yeah, TG were really
goodd,"' That can't be a healthy thing 2o be able to do ten
years on! Obviously, [ think cwr own music is meving
forward a hell of a lot, but then I'm suppesed to say
that, am I! But | genuinely do hear groups in the Top
Ten now using the effects wa usad on ""Haartbaat, "'
By the time we "ve used them and they pick up on them
they're old hat to us and people in the similar vein to

us.
US: What type of sounds, music, speeches do you use
for wour subliminals®

CFT: We tend to wse snippets that are convincing in
themselves and need no explanation, that are self-
explanatory. Whether it be in the way of whole stoey
being relaved or an emotional few words, sadmess or
ecstasy. Heally sounds that convey & message, mood,
feeling and comtribute to the sounds already there. I
don’t think we"ve ewer used any doctrination tapes of
specific opinions. Subliminals have an aura of misusa,
to brainwash, etc.. We don't use them to persuade
peaple how to act in a spacific or uncharacteristic way.
[t's & negative use and we use them positively.

Us: Do wougeta lot of press coverage and do you feel
the press are fair to you?

CFT: No, | don't think the press are fair to us at all.
[I'm easily ready to accept a constructive critical ‘bad’
review, but 1 see no purpose in the writing of these
personal slag-offs. This seems to be happening more
these days, malnly by woman jeurnalists. They seem to
think because I was a stripper | wish to present myself
sexually all of the tirme, and when it isn't sexy then ["we
failed. I don't put mysell out as a sex symbol within
CTl, but people still seem to cling to the old for dear
life. As a stripper and as a nude modal It was miy job to.
be convincingly sexy. | did it wery well, or else |
couldn’t have worked at all=there's plenty to take your
place quick enough, This is where 1 get the needle.
People telling me what strippers are like, etc.. when
they dem't know a sweet fuck at all about the scenes
invelved. The same goes for music, many journalises
now den’t know their arse from their elbow —they don™t
even know who the Velvet Underground were, ete.. IF it
wasn t for the love of the sounds we make and the
people who contact us, we both rechoned we"d quit
because of all the incestuous shit that goes on In the
‘music’ business, It was the same In the ‘artscens’
where ever there's rmaney it gets bad.

US: Do you think your music will ever have a larger
audience?

CFT: With the state of the average person today |
doubt it very much indeed. I'd like to have a larger
audience but | couldn't handle the swecess. My brain
wouldn't take it, I'm too private a person and Chris is
BVEN MOore so.

US: Does CTI"s woxk have anyg special meaning?
CFT: CTI has no message or hidden meaning for
people “‘in the know' " to pick up on, It's not elitist or a
movement. We just do whatever we wish to do at the
time and if the people enjoy it and pick up on it, then
that's great. As far as meaning in sur material goes, we
do make music and sound with feeling as opposed to
meaning. | feel stromgly that vou cannot tell anyone
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how to feel or react to anything, it's imposing your will
and beliefs onto thern. If ] have something to express, &
feeling of love, sadness, disbalief, confusion, then [ do
it via the musgic. | believe that if wou can convey a
fecling, the ‘meaning’ takes care of itself.

US: What plans does CTI have for the future?

CFT: We haveendless plans but ne finances for them
at thee mornent. We planned to gig in the USA, Canada,
Europe and Japan and maybe Australia this year. Well,
Canada came off, and Holland and US# will happen
next vear. [ find it amazing that people think we have
time: on our hands and can sit around waiting for them
to decide to write or decide whether to have us play
their venue. We don't ash vast amounts of money or

The following Is a partial listing of
of the CTI/Chris & Cosey releases

and appearances.

| RECORDRELEASES:
*Heartbeat", Lp, Rough Trade 1881
"Trance", Lp, Rough Trade 1982

*October Love Song”, Lp, Reough Trade 1983

present curselves as superstars, so why all the shit? [
rechon if we were horrible and self-opinionated we may
gel somewhere — that zeems to be the rule thess days.
That is true really because people do seem to put us om
a lot, assuming that we don’t mind this er that. [ think |
should take a harder line from now on just to retain my
sanity. We do have plans for more video prodects and to
start the film we've been wanting to do for so long,
“Time Seldom Visits,"' The usual problem though,
lack of monay. Four people around the world will have
the same new concept and only one will have the
resources to follow it up. Those with money do and get
saen by doing, those with nene have the ideas and stack
them up with the rest that become history.

s of Love & Lust”, Lp, Rough Trade 1984

“S0ng
“Elemeral 77, Lp, Doublavigio

ugh Trade 1984

“Harmmer House/Crash’. 12", Conspiracy Intemational 1984
“European Rendszvous”, Lp, Doublevision/Rowgh Trade 1984 (with Glenn Wallis)
“Thy Gift of Tongues/The Meed", 12°, Gmsplaaa? Intermational 1285 (with Brain Willlams)

"Mondo Beat”, Lp, Conspiracy International 1

I COMPILATIONS:
“Elephant Table", Lp, Xtract Records
*Flowmaotion”, Lp,

(Chris Carter solo)

ntregrated Circuit Records
“5inn & Form®, cassette, Datenwverarbeitu

"Rising From the Red Sands”, cass., Third Mind records

| VIDEO:

"October Love Song”, 1963 (premo video of record releasa, not available to general public)

“Elemental 7, (60 n‘ﬁn.anu lenvision 1983

*Eu mgean Rendezvous”, (55 min.)Doublvision 1983
Doublvision: 30 Chatswworth Ave.,Mew Basford,Notingham,NG7 7EU, England

| PUBLICATIONS:

"Time To Tall®, Flowm otion

cial edition, 1982, "On the 19th of May this year Cosey Fanni

Tutti gave a lecture to the fine art students of Leeds Polythecnic. This lecture and the
question/answer period that followed are réproduced here as the basis for this special
edition of Flowmotion, attempting to, withim our space limitations, give as thorough and
clear a picture as possible of Coseys work over the past ten years .as a performance artist
with COUM Transmissions (including her striptease and modelling work), and as a muscian

with Throbbing Grristile and GTI1."

Flowmotion: 9 Ashley Terrace, Hare Hills, Leeds LS9 TAQ, England

CONTACT: CTI/Chris & Cosey
BM CTI
London, WC1 3XX
England
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CLUB NMORAL

Coming from a sculptural background, Danny Devos (DDV) has
been performing since 1979; Annemie Van Kerckhoven (AMVEK)
has been a visual arlist for a number of years, both have
progressed to a very multi-faceted form of performancesinstal-
lations, On July 30th, 1980, DDV sent out invitations to his friends
to search for him in the International Congress Center building,
taking only sleeping pills with him. On August 2nd he was found
by AMVEK. Club Moral was formed in 1981, as a performance
group and as an all purpose art space. The group is a combination
of various elements of media, extending DDV's and AMVK's
interests in sound and image. As a space, Club Moral was
designed for a wide variety of events, from exhibitions to plays,
performances and concerts. Until more recemtly the space has
become an archival/documentational center, rather than a place to
present live shows. Force Mental magazine is another project that
DDV and AMVK have established, publishing 11 issues to date.*
As well as their collaborations both continue to produce solo
works, although throughout all their projects the limited amount of
response and the occasional problem of censorship have made it
more difficult to continue the confrontation.

Club Moral, (performing in an installation by Janos 'l.ﬂal.l:]nr I_aru:lﬂs"j Euu' 1982
“We are a contact base for people who want instead of the

short-air cultural mediocracy a fresh breath of extreme offers.”
* Porce Mental {from editorial #8)
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| AMVK (Selected works) |

First Complete Performance and
Exhibition at Produktion-Hair, Lon-
don 1883

In a very small space she hung 10
transparent plastic folics on rubber
wires, The folios heng in a certain
order and represent the 19 Enochian
Keys. On each gide of the folio is a
key combined with images of herself,
buildings, people in  hyprosis and
tranca. A film titled *'30 Steps/19
Keys,"' is included in the exhibition,
in which & comparison & made
between the demonic manner of A,
Hitcheock's filmmaking and the 19
ways of evoking the devil. A lLive
reading of the 19 Keys are called out
in Encchian with background masic
by A, Bchoenberg,

-

The 19 Enochian Keys Versus The 39 Steps of A. Hitchcock

rmhnndire;{. bﬂ!mptidﬁdwsmw.
ntwerpen, Manch-April 1883 %
Thia was & ixibute to Luis Bunuel and feoq Obscor Objet Iin Desite
took place three months before his
death, The piece focused on the
ambiguity of sexual attraction and
the power of rejection.
The entire area was surrounded by &
heavy iron chaim and five eloments
ware placed within it:
1. A rockimg chair with a leather
seat, covered with fake fur, tied up
with rubber sirings, smeared with
artificial sperm and accompanied by
an iron cocking-pot in which a
mixture of wsed oil and pigs fat was
simmering.
2. An image of an enlarged and
stylised fernale part (1x2m), and on
both sides.
3. Parts of female hodies were
placed on two tables made of plexi
and iron.
4. DDV kept check of the enclossd
area through his male energy.
§. A small “dazzle-light'" presemted
:Ihﬂuﬂw-ﬂ.ﬂ. “Cet obscur objet du
ﬂ .I'F
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Campo Santo: Holy Mountain

September 1983

Om the hill of the Campo/Santo chapel
was placed a 'Monument for the
Game of the Sexes.” The monurment
was placed on the spot where once a
kiosk stood: a round summer house
with & wrought iron fence arcund it
and an iron pole stood in the middla,
Ome sidle of the house was surrcund-

ed by huge treee and on the other
gide a lawn receded downwards to
the street below. On the iron pole
hung a large dazzle-light, with the
Game of the Sexes and 2x56 texts on
it. The pole was connected to a larges
over-hanging tree with an iron chain.
Around the pole lay four fathers cuot
ot in mousse, positioned in the four
directions of the wind, all facing the
pole, Inside the fence was writtenm in
big, red letters: SANS PITIE. '*Ths
only remaining lows are the laws of
nature, without excuse "

Campo Santo: thr Mountaln, Ghent

DDV
Various Performances)

Performance by DDV at The Aca-
demy of Fine Arts, Ghent 1980

In a cellar he walked through the
space, bhlindfolded with his hands
tied behind his back. Johan Desmat
walked behind, guiding him, but
sometimes kicking his foot so that he
fell to the groumd. The entire
audience left within a minute.

DDV is hanging with spread arms
and blindfolded in & darkened room,
Attached to his feet are ropes
leading to the door, so that each time
somebody enters they pull his body
towards Lhem.

After the audience entered the collar
DDV closed the doeor behind them,
and fastened & rope to it, placing the
other end around his meck, whils
having his hands and feet tied. The
audience could watch this from the
other space on a closed video circuit.
Someone then had to open the door
and pull him through in order to
leawe the space.

Other perform ances werd done with-
out an audience, and were doos-
mented anly by photos... DDV faces a
wall with a razorblade pressed be-
tween his lipa and the wall, He stays
in this position as long as he can,

Ladder 1, Ghent



And then others have been more ag-
gressive and ‘hard’ to watch or do,,,
Lying face down in the middle of the
rocin with his back neked, Ria
Pacques spraypaints a disgeonal
through the space, owver my back,
and then tries to remove the paint on
hiz back with sandpaper. He writes
on the floor, "I don't beleng here."
(The name of the gallery was
Diagonal. )

The later performances were all
accompanied by The Simpletones, a
two-person band using rhythm-rox,
organ and guitar, they played a very
monotone sound using only 3 notes
{producing all possible variations).
The sound was a bit Arabian and was
extremely fonny and danceahbls
because the rhythms were wvery
basic. The performance was usually
very cruel, in strong -opposition to
the funny music, Alse The Simple-
tomes wore always nicely dressed
and didn't seem to care what went
on. For one performance he hired a
prefessional heavyweight boxer.
While The Simpletones played, the
boxer beal him up—DDV did not
resist him at all.

Live Concerts By Club Moral

The first concert took place in 1981 in Stuttgart
(Germany) at the Kunstlerhaus during a conference
for performance artists. Cluk Moral played in a small
room that was completely covered with matiress’,
they produced low frequencies and electronic beats
that made the audience suffer lrom headaches and
naused. During another performance they poured
gasoling over the entire space, while their electronics
caused the audience to become aggressive and sick,
In February of 1884 Club Moral in cooperation with
Produktion organised ‘‘Propagandum™ at the
NL-Centrum in Amsterdam. Sewen groups partici-
pated in the project, each performing on different
stages based on religious themes, The complete
NL-Centrum was transformed into & Cathedral, with
different altars designed and built by ]}Iﬁ.’ and
AMVYE for the bands, creating pgraves, shrines,
pillars, and even stuk-au More recently they per-
formed at the Atonal featival in Berlin, opening with
a song called “‘Nazis of the Night,"” farthering their
experiments in direct confrontation.

2t

Now | am Death, The Destroyer of the World, Ghent

Now I Am Death.
The Destroyer Of The World.

A performance by Club Moral=At the “'Holy
Mountain Campo Santo,”™ Ghent , 1983,

During the opening of the exhibition DDY dug a
grave. He laid im the grave, which was then closed
amd covered with chains and crucifives for 456
minutes, While the audience went to the mext part of
the exhibition, the grave was trensported to amother
location. The grave was reconstructed, including the
chaing and crucifives, and DDV lay upside down in
the grave with his feet chained. When the audience
arrived the lights were off and & film and slide series
were projéctéd behind the grave. The film was a
compilation of TV images of explosion disasters,
Oppenheimer and the bomb, military parades, a
rounicn on the grave of Mussolini, this alternated
with violent street images filmad in Clab Moral's
neighborhood. The slide series consisted of
repetitive images of the "“Hely Mountain™ and works
by AMVE. There was also a film loop of Oppen-
heimer's face saying, “*‘Now 1 am death, the
destroyer of the world.” DDV was pulled out of the
grave by a pulley until his bady hung upside-down im
front of the projections, He shouted into &
microphone *‘Now [ am death, the destroyer of the
world, ' his volce being distorted through a synthe-
gizer imto & loud hurnming and trembling stormm.



The following are short s of various
events that have occured at Club Moral from
1981-85.

1981

Jan st—Club Moral is founded by AMVE and DDV,
June 19th—The first event consisted of a concert by
Etat Brut and Mecanique Vegetale, two groups froms
Brussels. Even during the soundcheck there were
problems with the wvolume, and later that night the
concert was stapped by the police.

Oct. Znd—The second event consisted of a per-
formance by Claude, a young artist from Ghent,
who made an installation with drawings, pig’s lungs,
brains and maggots. On the opening night Claude
poured benzine all over and set the installation on
fire, he ran through the flames accompanied by
hellish bass sounds. The audience of 60 left because
of the terrible stench,

1982

lan. 22nd-Feb. 6th—A play by Cuy Cassiers titled
Kasper (xb) and Juanita, is ""a tremendous sUCcess
and over 500 people attend.”

Mov., T4th-215t=Five nights of “Victory-Cele-
brations™ by V-5ide. Included was an imstallation,”
concert by Death From Above; concert ARSTE .. TES
AR and a performance by Paesmams, “'Once again
the crowd was covered in thick suffocating smoke
and ran away."”

1983

June 10th —On the occasion of the 17th Biennial of
Sculpture at Middelheim, Club Moral organizes
From Urge to Purge, an exhiblion in two parts (part
two Sept. 16th]) with sculptures by Claude Yande,
Etat Brut, La Drolesse, AR/TE. TE/AR, AMVE,
ODY. On the opening night performances by DDV
and La Drolesse.

Mov. Znd—An exhibition by DDV titled Privemilicia,
“an atrocity exhibition with weapons, torture-
devices and military-like vehicles.” Also a per-
formance by DDV on the opening night,

Mov, MHh—An exhibition by Joke Brouwer titled
Vom Ende Der Eiszeit Und Wie Man Feuer Macht,
“the room i dark and only lighterns up when the
audience shouts or makes a sound, finding them-
selves in @ black and white world of giant babies,
crying wobces and howling wind through anirmated
trees."’

1984

May 9th=A retrospective of AMVK's work of the
past seven years is presented on the oocasion of the
publication of Hersens Met Horens. The room is
filled with paintings and sections of installations,
and on the opening night 19 Keys is performed by
Club Moral,

June 27th—0Opening of the In Witro event, an
exhibition of independent products — presenting cas-
settes, magazrines, books, records, etc.. The
exhibition lasted for two months, and in conjunction
there were performances/concerts at the Tom Tom
Club, including Produktion, Cerechtigheits Liga,
Sevenharns da Haol, Passmans, 6DE Kolonna, and

Club Moral. [a catalog is available)

Mov, 24th— Concert for two piano’s and axe by F.F.
Beckmans from Amsterdam,

Dec. 5th—.An exhibition and concert by The History
of Unheard Music from New Yark.

1985

March Fth—Exclusive Belgium concert by MON/S
Boyd Rice.

June 19th—An installation by Alex Adriaansens
titled CRASH!, on the occasion of the 18th Biennial
of Sculpture at Middelheim—the theme of Cars, A
wideo-installation based om car-crashes: a machine
that enly lives when crashes are seen on the nine
gcreens that are set up in the form of a car.”

“We are now rebuilding Club Moral into a
permanent archive and documentation space. We
find it more wseful 1o spend our money on other
projects rather orgamizing performances fconcerts,
and exhibitions in which 10 or 20 people come. We
will be organizing events and documenting them
through tapes, wvideos, photos, slides, books, etc...
cepending on the project. This will be published and
then people will see the ‘performamce,’ ‘concert,’
“exhibition,” everywhere at anytime. "’

AMYK/DDY

I A P DAk vAN AMDOTIT 18,560 + 40 TELE
: FRWHME drombsa i mwwons | wver
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Atonal, Berlin 85 Propagandum, |nstallation, V-Side 84
CASSETTE RELEASES:
"DDV/Etat Brut®, DDV/Etat Brut
"Mit Neuwen Vaffen™, Club Moral/Situation ML
"Mit Neuen Waftten®, (re-released with live recording on side B)

"Zeno - X, Club Moral (postar and original colar Pk
“Atlack on Autonomia + Stuttgart®, Club Moral
"Bangkok®, Club Morakiminus Delta t
"A Sound Atlas of Uen&reolng oowv g-ﬂlh baoklet)
"2 Live Performances,” Club aral’y- iher (with p-u::stﬁ'}
TCHSE, DDV
"Cross of the God Death®, Club Moral (with poster)
TR AR wsonar

arts: Auschwitz War Wunderbar”®, Club Moral/Angst
*Johann Sebastain Bach 00T DDVIE. Fikere o 10
"C.M. Live In the Country®, Club Moral
"Pro-Breendonk”, Glub MoralProduktion

COMPILATIONS: (Club Moral)
“Fur lise Kochl *, Comea Organisation
"Blanco®, Club Moral
“The First Otfensiva®, Tona Death
"White Fowar™, 1ph;|r
"Wij Zijin Eelgua Angst
"Equmu-x Event”, Proguktion

reens 2°, 'l::e-rrtraj Tapes

eries” F-l
um’®, Giub |'l.-"ﬂral

Frnrn own Yondah', Selhsumrdnrgs_mzamm
"I Vitres/B Llve Elanﬂa Club Moral
"Sex & Bestiality®, Bain Total
Thee Book”, Graf Hauten Tapes
"Funktie Van Geluid®, W2

Contact: Club Moral
Box 60
2200 Borgerhout
Antwerpen, Belgium
I



KRISTINE ANSROSIA

Kristine Ambrosia initiated her first performance pieces while
a student in 1975, previous to that her drawing and painting had
already indicated a strong tendency toward oracular communi-
cation with the archetypal. This natural tendency to intuit the
presence and character of inner archetypal beings reached a
climax in 1976, In an extended period of seclusion that she later
understood to be the traditional shaman's ''call’’ to vocation, she
began the long, slow, demanding work of cataloging
mythological beings and learning how to speak the language of
the Quest, Her inheritance of the shamanic mantle took some
four or five years of difficult coping with a new sense of reality,
one informed by vast spaces of intuitive rather than the cramped
confines of the rational.

During 1985, her abilities reached a point of maturation in a
triptych of mtual performances, where she communicated her
quest to the public within the framework of post-Modernist and
post-Industrial. The innate paradox that an artist linked to such
an ancient way of thought might be able to bring fresh life two
current art forms is simply a reflectiomn of the modern crisis of
consciousness: our loss of mystery and the living reality of myth.
The task of bringing a sense of initiation, of passage into a
culture where every trace of it has been obliterated by rationality
i5 beyond the means of any single individual, however the need
of humanity for mythos is universal and lies much deeper than
the conscious world of glass and steel. As the tragic events of the
1940°s proved, if we will not try to raise new myths from the
depths oursclves , they may come back to haunt in the darkest

Y Tim 0'Neil

Bristing working with compuier graphics, Spinning Sigll, 1985

Computer Graphles
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The following article by Kristine Ambrosia describes
the process that she uses for developing a performance.

When [ prepare for a performance, [ am led by a
gulding force that seems to be outside or beyord my
waking, conscious self. The way of prepeestion that
seems to work best for listening to this inner volce Is
something very similar to a Zen ‘empiying out' of
awareness, With a ‘beginner’s” mind, fresh and clear, I
walk into & reseptive space with no preconceived
structure on miy means of communication For the next
performance. With the most secent performances., such
as Talyo-0-Dode [("'Sundance’’], | was drivem [wo
menths beforehand into a very reclusive, receptive way
of life. In that state there are three levels of france
which | underge. First, is a very deep exclusively
‘listening” experience, usually done in highly isolated
environrments. The second level iz a state of listening
done while immersed in water with an assistant taking
dictation. The third levelis the state of receptivity that [
axperionca during the astual peviermancs. That third
level is induced by physical and mental procedures, like
hanging suspended, which places one Into & deep state
of enediumship or automatism, Within this state my
musie, painting and computer art are done.

The first level of trance for “Sundance” involved
going to a Zen retreat near the ocean. I prepared myself
by sitting in the Zemdo (meditation hall), elsaring myg
energies out, then going to the sauna/shower/pool
room to prepare my body for the reception «f the high-
level energy transference that occurs when [ link to the
communbeating fored. At that paint, | began to receive
detmiled, atep-by-step information on the wpcomling
performance. Al times, [ also used a series of shamanic
dances and movements involving breath contral that
were also received in trance. Finally, I began the
groaunding process with a series of showers and saunag.

For the second level of trance, which was done
simply, in a bath tub, [ seemed bo sink immediately inte
trance and information started pouring through me. It
was, again, a very detalled set of instructions for the
gaunds and actions of the performance. In essence, the
¢filire body of ideas and Images for the performances
gre dong in these states of trance mediumship and
shamanism.

The third lewvel of trance, which occurs during per-
formances, invelves a praliminary preparatory ensrgy
shift which is caused by shamanic dance combined with
breath control. This causes an Imterior role-change that
deeply relates to the archetype dominating my interior
journey, It also generates the energw needed for the
nexl stage, the actual shamanic journey. [ 1ike to think
of that experience as a teverse mode of consclous
association, Geneeally, this all accurs as a result of
hanging upside dewn, suspended by oy feet, This is
followed by what [ call the "assocation’: the acibual
confact with the archetypal entlty with whom [ am
going to communicate. The actual method here may
involve piercings or submersion, or whatever technique
that was given to me in trance. This is usually ac-
companied by & psychic “linking up® with the other
shamans in the performance and the shaman's assis-
tants, [n combinatiorn with their energies, | am able o
reach the purest forms of oracular receptivity in which
voice, sounds and painting flow through gulte easlly.

phato: Babby Maelﬁchfm_

Erlstinge Ambrogia, al The People’s Coalition Theatre,
Zan Francisco1955

Adfter this brief period, which 1s usually 4-5 minutes, |
then go into a deep state of repose during whizh I begin
to recover my own sense of individuality. After about an
hour, [ am usually entirely “back in my body.’

lieel that in many ways, | was really bom as a tramce
medium. Since a wery early age, | can rermember going
through opening up processes to resch & state of
interior ‘listening. ' [ also conslder ryself to be a person
cepable of reaching "‘pre-literate’” states of mind very
eagily. From 1975 to 1983, [ went through varlaus
stages of a meajor s hamanis initiation that opened up the
‘primitive” mind to me. A book about that experience,
**Running Through & Hall of Mirrars™ is scheduled for
a Spring 1986 completiom date, During that peried and
since, I have felt a strong affinity with the primal or
primitive forces. As a trance medium, | communicate
with “entities” or forms outside of myself that reflect
these primal forcas and integrate the resultz into my
axt,



During the performances, if | stay free from precon-
ceived notions, a very fertile source of knowledge and
wisdom embracing many areas of interest beging to
erupt into awareness. Besides this wealth of oracular
knowledge, another reason that [ amn brought to
parform is to subject myself and those who assist me to
s high-emergy form of induced evelution. Many of the
people that | have worked with have experienced their
innate inmtuitive receptiveness pushed forward to &
major degree. During performances, a silent form of

teaching comes forward through the ‘airwaves.'

Learning expseriences oocur then that don't seem to
come theough any other medium,

In the performances, the musicians and shaman's
assistants use the information that [ have given them
previously from my trance séssions to set up an
enwironment conducive to these high Hlevels of
receptivity and learning. They also help set up the
energy patterns necessary to bring the entities to our
level of awareness. Even the audience plays a role
besides mere passive abservation, Their energy adds to
the field of reception perceptibly. Threughout time, the
‘bedy’ that ritwal perforrmers rmake with the audience is
indivisible. Only after this body is merged does the
phenomena really happen.

“Running Through a Hall of Mimors: An Account of Shamanic Crisis and Transformation”™ is a 150 page account of
Kristine Ambrosia's crigis and resoluticn during her first decade 2= an oracular artist, With extensive sesearch into

both the occultist and peychological aspects of her experience, Completion date, December 1085,

Fakir im trance, Eristine

¥

in Kavandi', Flesh-hooks, 1085




Spinning Sigil:
April 2Tth, 1985 at Ambrosia Trans-

personal Communieations Studio
(Berkeley, CA)

The theme of *“Spinning Sigil™
developed out of am earlier work,
““Spinming Jackal,” which centered
around an invocation of Anubis, the
dackal-headed god of the dead. This
work though, was strongly aguatic in
mood. As each of her works centers on
an archetypal, enbering, entity this one
seemed to focus on @ Souwth Pacific
origin. The practice of piercing and
scarification as performed that eve-
ning has strong tes to that region of
the woorld. Beginning with a back-
ground of slow ritual chanting, tym-
pand and temple oong, Kristine
reclingd upon the stage diréctly under-
neath a 12" high woaden frame and
winch. Her feet were linked to the
hoist and she was slowly raised in an
inverted position to the full height of
the frame. As she was raised her
assistant slowly spun her somewhat
like a derwish dancer. Umder these
conditions, she entered the first level
of trance. Her voice, played through a
bank - of harmonizers and delays
mirrored the deepening state of
trance, remdnding one of the ethereal
sounds of the Moh plays of Japan.
After undergolng full Indwction Inbo
the trance, she was lowered and
helped by her assdstant over to another
performer (Eric Love) who was bound
to a large 5t. Andrew’s cross. Guided
by the assistant, Kristine accomp-
lished a very slmple plercing of the
chest. Previously, his chest had been
sewn with lead weights by Kristine,
Fakir and Monte Cazazza. The effect
of her breaking the skin was that she
and Erlc fell inte deeply altered states
of awareness. Kristine, alded to the
floeor, was handed a computer graphics
pad, which e activated by the simple
pressore of her finger (he has leamed
how to manipulate the pad while still
in a trance). The journey and com-
munication complete, she retired to a
back noom o begin the long process of
re-gntering consensus  reality, The
game cvening, Fakir Musafar per-
formed a piece emtitled “‘Flesh-
hooks,” a variation on the Mandan
O-KeePa or Sundiance ritual. Fakir had
his assistant lay on a bed of nails, and
placed Kristine in a Kavandi (a metal
Frame with harp metal spears used in
India), while he had himself hoisted by
two hooks attached to piercings in his

chest. ~ Thm O"Nell
8 Ursegiind

All of Kristine's: performances folllow the classic shamlc patterm:

| Induoction i nto trance
| 1:ErfcLove being prepared by Pakdr, Monte, and Krisine.

Z: Kristing Being suspenched ugaide dewn, eclerng trance.
3 Kristine Suspended in brance.

Ecslatic joarnuying oul of the Body
4 Afer suspengion, Kristine in mediomistic trance, piercing Eric with Asfra’s assislance
- tranegfer of ensrgy fTom assistant w Fhamnas,

Communication of the journgy 1o ihe ausdicnee
X Eristine wocalizing.
& Kristine working wilh compuber graphics. (relfer 1o page 41}

photos by Michasl Gramros



Flesh-hooks: (hy Fakir Muosafar)
i of nails, prepanng to be saspended in france,
nic assistant, Déana, replaces him, mising the available energy. Contact: Kristine Ambrosia
{ 3: Kxistine placed im "Kavandi', also helping mise the enstgy. P.0. Box 3572 v
: Manks carafilly caising Falir by chest-hooks Berkeley, CA 34703 USA
: Pakir being raised, entering trance, slowly spinaing.
: Fakag in trange, Knstine m Kavande', (refer lo page 43)
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Adolil Wollll 1925

WMUSIQUIE BIRUTS  tmscivtion: voand sl

(written in collaboration
@ﬁ/ﬂ Eﬂﬂfg ..'%;"EIWE ﬂ__' ]/L with Graeme Revell)

naturalist, poet, writer, draughtsman, composer, farm labourer, milker, handy-man,
gardener, plasterer, cement-layer, rail worker, day-labourer, knife-grinder, fisher,
boatman, hunter, migrant worker, grave-digger, amd soldier of the Emmenthal
Battalion, drd Company, 3rd Section. Alright!!

St. Adolf II, Master of Algebra, Military Commander-in-Chief and Chief Musie-
Direcior, Giant-Theaire-Direcior, Captain of the Almight-Giani-Steamship and Dr.
of Arts and Sciences, Director of the Algebra-and-Geography-Folder-Fabrication
and Hunting General. Inventor of 160 original highly valuable inventions patented
for all times by the Russian Far, and forever the glorious victor of tremendous

Giant-Battles.

{Adolf Wolfli's parsonal description of his activities and achievements, reprinted from
the ¥Wolfli Foundation' = catalog.)

Musique Brut comes from the idea of Art Brur,
which is a Swiss collection of paintings by mentally
deviant people, some were in psychiatric inst-
tutions and some for example, were found dead in
their homes, where after a huge body of art chat
they had done was found. Basically Art Brue is an
idea which had a different attitude towards the
production of art racher than the standard or
culmural arc. In this way we consider that Musique
Brut is a music of process rather than product, it s
a music of production rather than expression and
it's a music of ¢reativity racher than social com-
raunication.

The slogan of Musique Brut is "from the art of
the state to the stare of the arr.’ In the furure we
plan to release music by mentally revarded people,
but at this stage we are more interested in
expressing these processes of music and art racher
than art by these people themselves. The most
umportant thing is that their mede of production
casts a light on the process of creadivity as such,
and in ordinary arosts as well, Musique Brutis the
highe st technology imaginable, and it's a new way
of using that technelogy.

The music of Adolf Wolfli is interpreted by three
groups in the first Musique Brut Lp. Adolf Wolfli,
is probably the cenrral figure in the Art Bruc
collection. Amongst his creations he was one of
the first to do collages in the 20th century. He
lived from 1864-1930 and spent 35 years of that
time in a mental asvlum in Waldau, Switzerland.
In addition to his collage works he did thousands
of paintings, made up a 44 volume fictitious auto-
biography of travels throughout the world and
through a totally imaginary universe. He



developed 2 whole numerical system. He was
doing sound poetry based on his Bernese dialect
before people like Artand were doing it in French.
And his musical system is unique in musicological
history bur strangely unrecognized.

Wolfli alwa}rsl?ﬂclup:d his music in the frame-
work of his paintings, some in Mandala shapes,
some in the shape of snakes or birds. But what was
unique about it was his system, When he did write
notes, he used six lines on the staff instead of five:
some of the notes had strokes on both sides of the
stem when trying to write quavers; and many or-
namental symbols which are almost impossible to
interpret musically.

The value of Wolfli is thar he's the first person
in musical history to give musicians a possibility of
free interprecation. And his picrorial ideas were
later picked wp by people like Cage, Martine
Devorin, Jagodic, Xenakis, and many others later
in the 20th cenwry, Although he was virally
unkonwn, Paul Klee and Lou Andreas-Salome
were familiar with his work in the twentics.

The title track of the album of Wolfli inver-
pretations, "'Necropolis amphibians and reptiles,™
15 based on the chords which Wolfli wrote as a part
of 2 painting with the same name. Wolfli had no
formal training, even though he called himself a
musician, he really only approximated the writing
or transcribing ability of the formal system. But
as you cam hear he had quite 2 talene, even though
he never heard any of his music, being in solitary
confinement im a cell. Ia fact the only way that he
could play was to roll up his compositions and to
blow thiough them as paper trumpets. So 1t's

quite remarkable really that somebody who could
not have heard anything that he was doing came
out with such a musical result.

Another contribution of SPK 0 ‘Necropolis,
amphibians and repuiles’ is a direct transcription
to @ piano of a Mandala piece, a cyclical picce, that
he wrote, called ‘The Countess Saladime.’ which
sounds very similar to Satie. This was written in
1911, and it's very interesting in terms of an
atonal style of music before someone like Schoen-
berg was doing his 12 wne system.

Also on the Adolf Wolfli album there are
compositions by Nurse With Wound and Deficie
Des Annces Antericures. Each of these groups or
musicians approaches interpredng Welfli's music
wrally different, which clucidates how valuable ic
15 to the history of music in the 20th century.

It's a ctime that somebody like Wolfli could
have been forgotten by the official history of music
of art. The most important thing about Adolf
Wolfli as an arrist though goes beyond his
music, paintings, collages or wharever else. Wolfli
was mad. There's no doubr about that. He was put
into @ mental asylum for molesting litle girls ag a
result of a really difficult life where he was
rejected by just about everybody, orphaned at nine
and working under terrible conditions from thac
age. But instead of seeing him as an expression of
a symptom or a result of an illness, Wolfli's arr
and the art of everybody like him must be accepred
as ‘art’ per se. In face it can serve as an
explanation for art in general since the creative
mechanisms reveal themselves often far more
than in the healchy artist, As the illness doesn't

PLE | ANIETD B SUIM-JUEEESd




disappear but it exists alongside, it affects bur it
doesn’t condition the creative process.

Mormality is an adaptation to cthings as they are
and creation always implies that one is not satis-
fied with whar there already is. Does madness lie
at thee origin of all creaton, is creatvity always a
deviance, a transgression of norms? In contrast to
this culturally accepted arr is only a controlled
madness, hyperbole which can only be indulged
by referring back to the yardsticks of its culture.
Art like YWolfli's 5 a comment on culture withowt
having to refer back to any norm. Ir i3 ‘ereatvity’
in as pure a form as possible, In Wolfli's case his
Ulness actually becamie a créative eéxigency of
‘mania.’

The whole idea behind our presentanon of
Musique Brut is to make it of the highest qualicy
possible., With each release there's to be a com-
prehensive booklet or catalogue, full of pictures
and bibliographies of the kind of project that we're
working on. It's designed 1o be a toral project, not
just music, but texts and photographs as well.

The secomd release will be ‘The Insect
Musicians.” It's based on a Japanese idea. Up
until the turn of the century (this is from abour 900
A.D. to the early 20th cenmiry) they uvsed to keep
insects im cages racher then birds like we do in the
West, It was also very popular in China to go on
insect hunts. The Musique Brut idea of ‘The losect
Musicians’ is not just to mix a whole lot of crickers
or grasshoppers together like might be first
imagined, but to digiwally sample each insect
sound on the Fairlight and particularly those that
we never hear. We hear cicadas, grasshoppers
and crickets, but we don’t hear moths very often,
we don't hear beetles, clickbeetles, screech-
beetles, deathwatchbeetles and a whole variety of
others, because they're cither too high pitched,
they're in the ultrasonic range, they're either too
fast or simply they're drowned out by an industrial
noise, 2 waste product of the West.,

So in the same way as with Waolfli it's

expressing a dissartisfaction with what we can hear

and it's taking a whole new range of sound sources

and creating them into new music. Whar really is §

happening is that we're building a oew orchestra,
a new orchestra ef digital sounds. And with the
Fairlight we can take a simple sound like the click
of a beetle and we can take the essential charac-
teristic of thar sound and build it into a tom-tom or

an cthnic dram or a koto or an instrument. The |

idea is not to exactly make a replica of instruments
we already have, but something which sounds a
bit more like it, that retains the essental
characteristic or ‘nature’ of the insect. In this way
when we listen to this music, we find thar humans
in warious ethnic settings, such as Auseralia,
Africa, Japan have acwally copied the essential

timbres of sounds of nature in the creation of their ! i

oW INSEOuments,
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‘The Insect Musicians' is particularly important
because so far me one has used the ability of the
new digital machines to redraw the harmonics of
any waveform tw take all processes of musique
concrete, tape cutting, tape looping, all electromic
processes and also mixing, merging of waves,
basically rotal contrel over any sound wave form
and develop a whole new orchestra based on one
kind of soundsource like insects. It is creating the
possibility of a “technology of poetry,’ and opening
up an immense space to work In mMicro-mMusics.

A third album planned for Musique Brut is
called ‘Machina Melancholia,’ and is dedicared 1o
Harry Partch. This project worke with mierotomal
music and in partcular Harry Parech’s 53 notes to
the scrave, 'Tust' tonality, as he called ir. His book
'‘Genesis of a Music’ (Da Capo, New York) is
brilliant and gives a full history of tonality in
musical history as well as his own approach to
building instrumenrs and composition. An excel-
lent place to start in listening o his music is the

double Lp 'Delusion of the Fury.'




The following are translations of Wolfli's fictitious autobiographies reprinted from
the Wolfli Foundation's catalog.

Countess Saladine 1911

= L v N Y

"“There! And now I see and hear
| quite clearly before my eyes,
guite a few meters above the
ground, a lovely wonderful angel
who, with well-sounding voice,
speaks these words: Halleluiah!
Glory to God! Amen! Amen!
Shortly after I stumbled over a
root and fell down. Alright!! At
the time [ was only 3 years old.
And now I hear quite clearly in
front of me a voice in the air:
A-hal Now E's a Monkey!
Alright!! The woices in the air
increased and now, In  the
Half-Moon shaped, wood-
enclosed, Fairy-Like side bay of
afforesaid wood gully at the
enfrance of which aforesaid Tri-
kandero was situated, | saw quite
clearly about more than about a
dozen of the most charming,
graceful angels of male and
female sex with the following
well rhymed utterances: The
Angels® Voices in the Oak Glade!
Sent by God to the Oron Shade.
Halleluia, 1,367.

"It should howewver, still be mentioned
here that, in 1868, together with my

very own parents and brothers and

sisters as well as with their numerous
friends, relations and sequaintances
and directly accompanied by God, the
Almighty Fatther , I climbed right to the
very highest altitude of the 995 hours
high Ziiriuss-Rage on the planet of the
same name on & gigantic Sorrantton
(Heavenly Paradise-bird) but during
the descent, frorn approximately half
the height: Which means from definite-
Iy no less than about: 485 hours, 1 fall
down the glittering, glistening rock
face, which at this point juts out rather
strongly, only to be snatched right out
of mid-air down below and thus saved

by a hard-working, deft giant cellar
worker whom God the Allmighty
Faitther had Persomally alarmed and
drawn his attention to me. O, how [
wish that, under the wvery own

miracalous guidance of God the All-

mighty Fatther [ could see everything
once more, yes, really everything which.
[ saw, lived through, suffered and ex-
perienced on the whole of the Globe,
yes, even in quite a considerable part of
the whole, immeasurable Uniwerse,
during these approx. & years from 1864,
the year of my birth, wntil 1870: With
the exception of those innumerable,
mainly gigantic catastrophes. O time of
youth, o happy time." {1913)
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JOHN ZORM R

Of all the musicians working out of downtown New York City, there may be no
one who embodies its special feeling better, at this time, than John Zorn, in
whose performances and recorded works can be found both the theories and
practices of his own—and highly anarchistic—sense of musical organization.

A classically-trained musician, his is still very much the mind of the
inquisitive child who incorporates what he knows about the world of big people
into the world of imaginative games. In his musical reality, battle tactics,
popular sports, and logical connectives are transformed into practicable wo rking
methods. Gregory Sandow of The Village Voice cast aside his typically over-
zealous critical judgements just long enough, in 1984, to creatively and
successfully study the various relationships and correlatives of Zorn's model-
music societies; and suggested that ““The structural model I'd suggest for a
piece by John Zorn is—appropriately enough—a baseball game.** Certai nly it is
appropriate: a recording on OAQ Records featuring Zorn, Derek Bailey, and
Ceorge Lewis called Yankees bears this out.

Zorn—whose idiomatic (or eccentric, as some might have it) style of
saxophone, reed, and bird-call playing has as much to do with the blackout-
sequence structures of Road Runner cartoons as it does with anything else—
devises and implements his model-music gatherings in which players, to sum-
marize Sandow, both know all of the rules and have equal charge of them. As
they play whatever gets into their heads, they are free to interpose themselves
as interpreters of the action which, like basketball or hackey, is divided into
time-periods. Always at the brink of chaos (such is the frenetic pacing of these
musical “actions’’), strict order is kept over the proceedings by a moderator,
whose role is not to initiate or direct action but to interpret the various and
hand-signalled whims of the performers and amplify them. His role is therefore
akin to that of an auctioneer.

But like a more perfect system of checks and balances than the backward/
wayward American government can care to offer, each musician has the power
to “veto’ the directives of another. This builds to an unyielding competitive-
ness of wills between players, who in their friendlg partisanship are more like
players of Bridge or Twister than feuding combatants. Submissiveness is
impossible when everyone's input is equal. In this test of mental strength, the
most important commeodities are fortitude and discipline; discipline in
particular. "

If this should seem more Chinese or Japanese in terms of straight thinking,
then Zorn realizes this with a personal passion. He mentions that one of the
things that has affected him most about progressive | azz is the soul-disciplining
undertaken by some of its makers, such as John Coltrane in his last years. To
Zorn, the mind is a place and thing not to have so much reborn as clarified; and
that if there is any such thing as original sin; it is the wasted, undirected, and
undisciplined mind.

Here's where the affinity with John Cage begins as well, that is, to an
external observer of Zorn. Appropriately, his apartment is crammed to the
rafters with Oriental art: texts, prints, recordings, and videotapes. His is the
mind also of the theoretical (and therefore very much eastern-influenced)
scientist in the world of modern entertainments.,
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Entertainment is no will-of-the-wisp commodity with Zorn either; what he
likes, he likes copiously. As a musician who craves new viewpoints and talents,
he is a programmer at the Club Chandalier, a hole-in-the-wall dive on Avenue
C. Additionally, he shares with peaple like Boyd Rice an adoration of schlock; he
sees in it pure Americana. With a collection of thousands of justifiably
out-of-print recordings, he exalts the American musical charlatan with an
annual and day-long event on Columbia University’'s WK.CR-FM which is
appropriately enough called *“The Exotica Festival.”

Try talking te this man about shitty soundtracks or, for that matter, any
medium which projects itself with pure, honest hokum, and Zorn will discuss it
thoughtfully, studiously, gleefully. Likewise Hollywood cartaons of the 1940°s
(the product of his solid television upbringing in aueens, MNY), and likewise
symbols of The Beijing Opera. Sitting in his media-stuffed apartment, his
gorgeous cat with the black fur mustache clinging to a perch on a nearby
bookshelf, scanning the pounds and pounds of books, tapes, records, and prints
all somehow related to Zorn's beloved art, it all begins...and like one of his
performances, the players are on equal footing, both throwing out ideas, with
Zorn displaying the seeds and fruits of his acute brilliance. ..

John Zom ﬂ

UNSOURD:  I'll just come right owt
and say it—this is a very apanese
house. That recording that came out
on Lumina Records, The Classic
Guide to Strategy, 5 only “olume
Onet

John Zorn: Yeah, I'm supposed to
put out five different volumas, kind
of matching five wvolumes from a
book subditled **The Classic Guide to
Strategy.”’

US: What's the exact pattern of
these battles; the exact pattern that
the records are going by?

JZ: This is just an improvised, solo
thing. Whatever patterns that are in
the music are completely goimg on in
my head, and there's nothing really
prearranged except the style |'ve
kind of developed over the vyears.
These pictures on the back of the
record were like the tactics.

US: Canvou name the affinity that
you feel with Oriental sound?

JZ: WMo, | don’t think | cam. | like
the music right now, but | go through
different phases. For a while | was
really inte psveh-rock from the late
‘sixties, and now | seem te be into
Chinese music,

Us: Well, psych-rock was wvery
Eastern also.

1Z: Yeah, it had its influences,
that's for sure.

Us: Who would you say are your
staunchest collaborators

phota by Gatha_nrinu Caresole




JI: Well, the people I've been
working with the most, the real
standbys, | guess would be people
like Wayne Horvitz, who's been in
almast every one of my things for the
past five, six years, since he came to
MNew York, | worked a lot with Fred
Frith, but he's so busy on the road all
the time that it's hard to get him
involved, because he really can't
make rehearsals and stuff. He really
loves to bravel,

US: He has lots of friends to halp
him do it.

J1Z: Yeah; he loves the life on the
road, | guess. I've also played with
Arto Lindsay, Christian Marclay...
Other people have kind of gotten aut
of the music scene, like new players:
I'm always on the outlook for
involving new players, people who
are interested in the area. Guy
Klucevsek is an accordian player
who works more or less | would say
in a minimal vein; static kinds of
music. But he's very interested in
working, and | like to work with him.
And recently | met this Japanese
shamison player Michi Hiro Sato—
we've been playing a little bit.
Maybe we’ll make a record together:
maybe that'll be the second wolume
of this teries.

US: What was your musical train-
ing like?

JZ:  Well, since | was a kid | studied
classically. When | was fourteen |
started taking composition: Leonar-
do Balada was my teacher at the UN
School here in New York. Before that
I'd just been improvising, goofing
aroumnd on different instruments —
guitar, piano, flute. Then | went to
college and studied composition
agair, kind of got involved in Jarz a
little bit, studied the saxophone.

Us: | found the name of someone
recently who does what he calls
“Mew Wave Jazz.” His name is
Steven Tintweiss.

JZ:  Tintweiss? |5 he a bass player?
| think | have him on a couple of Jazz
records. What does he call it, New
Wave Jazz? As soon as a musician
starts pigeonholing something, I'm
pretty suspicious.

US: | guessit's a marketing tactic,
JZ: That's it. He might have
played with Albert Ayler on those
Shander records. That was his claim
to fame, and now he's doing Mew
Wave Jazz,..

US: How would you say that you
build out of Jazz?

JL: Jazz? It was never my tradi-

tion, just something | kind of got
involved with— studying it, learning
it and since it was part of the
literature of the: saxophone, and also
because it has such a strong
improvisational tradition, so,.,it"s also
really great music, so | just studied
it, although 1 wouldn't call it my
music; it's really not my tradition,
1t75 just the music that | really like to
listen to, and I've learned a lot from
it.

US: What sorts of things would you
say guided vou into a study of the
formless or chance elements?

JZ: | don't really use chance
elements. This is just something that
people confuse when they hear my
rmusic; they think of improvisation as
using chamee, and it"s really not like
that at all. Improvisation is a
discipline; you learn how to do it.
Thera're good ways and bad ways,
and everyone has their own particu-
lar style, but it"s not really a matter
of chance. Chance is somsething you
have to work at to do in a wvery
specific way. |f you want something
to be chance, then for example |ohn
Cage would flip the coins and them
work his pieces out so that they
would be chamce. But just to get
some people together and tell them
"ATART PLAYING,”” that's dif-
ferent from what |'m involved with.,
WS: There are different kinds of
chance. Someone oould throw the
coing up, and then Cage would, and
he'd say ‘My throwing the coins up
in the air Is full of Zen.*

& Yeah, right. Well, | don't want
to get into that, but to get back to the
question you asked me, | think Cage
has had an influence on me but in an
obligue kind of way. His whole
philosophical thing, whichk most pes-
ple seem to be talking about, is
something that actually leaves me
cold. I'm more interested in his
music. | think“that the music he
made in the ‘forties and *fifties, and
intd the ‘sixties’ is really great, in
the search for a differemt kind of
sound=that kind of aesthetic and
feeling. That affected me. His actual
scores, when you get down to the
graphics, and overlaying clear sheets
on top of other sheets—| am not s0
interested in that at all. And in ma
ways it was the perfermance of wor
like that, and Christian Wolff, that
sparked me o get more into
improvisation, becawse 1'd be sitting
there reading these scores, when you
put Cage an the program, and you'd

be PLAYING the fucking shit.
US: | might be naive about it, but |
never felt that Cage was such a
formalist, you know, he's just doing
what he's doing; he's ot trying to be
a radical, he's just being himself, by
Mo
1Z: He may be just being himself,
bt he definitely has a lot of political
overtomes to what he's doing, just in
the nature of what it is, and | think
that what he got involved with was a
completely radical step in music. He
reacde 4 lot of changes in people’s
heads, and for a long time It was like,
all you have to do is go out there and
jump around on omne leg and bounce a
ball, and you're being Cage-ian. It's
music. Which in many ways is very
good, but it also created a lot of
problems
US: You mentioned omce with
Locus Solus, which | want to go into,
that oree of the things you were doing
was trying to break away form the
rack format, from what you can fill in
a three-minute song. Getting away
frem the contrivance and image-
crap.
JZ: You mean the marketing of
rock bands as a product? Yeah, what
Locus Solus was really for me maosthy
was getting invalved and becoming
friends with a lot of people om the
downtown rock scene, and respond-
ing to the music—not to the market-
ing image, which is admittedly part
of the scene. Mot responding to the
gacial implications, which are also
very much part of that scene; even
more s0 than the music, with a lot of
those bands. The music is bullshit,
but when you look at the way that it's
being marketed, with the image they
have on the stage, and their invglve-
ment in this whole cultural milieu,
you get into that kind of shit, later for
that for me, | just don”t want to deal
with that. So | was just thinking
about the music, and what | can o in
this kind of a genre that 1”1l still be
happy with.
Us: well, one of the things about
the packaging of Locus Solus, which
I've heard that you paid for. ..
JE: Are vou kidding® Every one of
those record's |"ve paid—through the
nose! Locus Solus cost me eight
thousand dollars to put out, Where
the hell did | get it? That's what |
want to know. . slowly, slowly, a little
bitata time, and it added up to eight
billls! Jeez! But it's the way | wanted
it.
US: The package is wery ideogram-
Unsoumd 3



matic,

JZ: It's a lot slicker than my other
recards which | suppose is part of the
form. But 1 like the Russian
Constructivists, and all of a sudden
it's very mod and chic to do 50,

Us: Oh yeah, anytime you look at
one of those women's magazines,
there're all these circles and bars
and triangles thrown in just to fill the
space. | read something that | was
turmed on by, that one of the things
vou feel stromgly about is cartoon
MUSIc.

JZ: You like cartoon music®

US: ©Oh, that's something | could
go an about for a couple of minutes.
JZ: Well, yau definitely should go
on about that. I"'ve got a bunch of
tapes here...put some of that shit
on,. .I"ve been into this kind of music
for @ long, lomg time. ¥What can vou
say? This is great American music.
Scott Bradley [who composed for)
Tom and Jerry.

US: | was thinking about how the
composers in the ‘thirties and
“forties wtilized Jazz elements, Carl
Stalling always said that he didn't
kmow |azz.

JZ: | don’t think so. | think it just
became a serious of elements that he

He gets tired of the country life and
leaves Tom a note and goes to the
city with these fantastic background
mattes of NYC, and the music is
swelling. That was like the one time
he could get as overblown as he
wanted w0 and get away with it, But
normally mot, really.

J&: Mo

LS: But it really shows that some
of the cartoon companies, as far as
the music goes, had really no
inspiration at all.

JZ: Mot anymore; that™s for sure.
The *forties was the prime period.
US: Evenso, therewas some real
crap. Who was it? —Paul Terry.

JZ: Oh veah, Termtoons, well,
that's the dead zone. But wou're
gotting into the ‘fifties. The *forties
was the prime period, and Warner
Brothers did a little bit in the “fifties,
but it just slowly died out. And the
music for today’'s cartoons is just
gotal trash.,

Us: | was reading in a book that
was very sharp and critical about
Universal, that in the forties,
Darrell Caulker was supposed to
have been very good, and very able
o use moderm and also classical
elements, and then in the ‘fifties, the

was using, and that was part of his | ¢riticasm  of  them was that it

style—to reuse the same elements |

and put them in different contexts. |
find that really interesting. That was
definitely his style.

Us: Ome of the things | noticed
about Bradley, from the “forties and
inte the ‘fifties, and perhaps for
budgetary reasons, was that his
music became more sparse im a lot of
places, and especially with the Tex
Avery series, which was very well
dome.

JZ: And very economical, too. Tex
Avery was not ane of those big
names who had a lot of money to put
into the projects., You can tell the
difference in quality; as great as all
the music is, Stalling had the most
money to deal with, and his sound
quality is just a'nsulut&l'gr superh,
And then you would say that Tom
and Jerry would be next down the
line, and Tex Avery below that.

US: | always thowght that Tom and
Jerry's were a bit too heavy-handed.
JZ: The goad thing about Tom and
Jerry is that theres really very little
dialogue, if any; so it's like a little
concerte that Bradley is doing.

US: He turned in this one score,
there was this one-where Jemry goes
to Manhattan, whatever it's called,
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became music for kiddie-toons,

'It;vgich happens, which is like really
ad.

JZ: Well, there are two ways of

going downhill, and that®s one waw;

the other is legitimatizing it with,

like, REAL classical music; and you

can just throw all that into the trash

can. The film stock and everything,

as far as |'m concerned.

US: The composer for all of F-

Troop, William Lava...

jZ: Lava, yeah. Didn’t he do The

Flintstones?

US: | doa't think 3a. But I'fm

somewhat familiar with his idiom,

and of course you pet that all over

Road Runner im the ‘sixties, though

tﬁ were just looping everything by

L

[As if mirroring the train of thought,

Zorn™s cassette of Bradley music

plays a speed-slowdown on the

soundtrack. ]

WS:  Actwally, he was really righton

with F-Troop; he really turned it into

a cartoon.

JZ: | don't remember that. I*ll have

to chedk it out.

US: Something that I'm less fama-

liar with is European cartoons.

JZ: The only things I've seen are

o
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the ones they've made mowies out of;
and there the music is, you know,
pseudo-real  soundtrack. s not
cartoon music at all, and really loses
in the translation.
US: Then there's the Japanese...
1Z: )apanese animation is fantas-
tic, and so are the soundtracks. |'ve
Eut some records of soundtracks,
ut...
ws: 1 don’t like it when they duba
series and package them for Ameri-
can television, You know, they can't
animate people for a goddam, but
thelr effects with lasers boggle the
rrind.
JI: Really great.
Ws: “ou said that people don't
quite know whether to take your
music seriously or not,
JZ: That's true, although in New
York it's beginning to be taken a
little bit more seriously, just because
for some strange reason the critics
have changed their mind and
decided that it's ockay. God knows
why, It's a fashion, In Europe it's
becoming fashionable too, this kind
of thing; they call it “noise.” or
“New York Noise. "
US: I've mever heard that one. But
noise is totally different, But with
vours, there are some things that
oome in, like certain twists on The

Classic Guide to Strategy that, even
if you're used to it, will shake you

L.

JZ: | try. But | realizee that you
can't surprise everybody, and vouw
can’t continue to surprise all the
time. There are other things that vou
can deal with, other than surprize, i
the way that you put things together.
Even when someone knows a certain
sound I3 coming, when It comes
they're stilll excited or glad to hear it.
uUs: ‘Well, how much of what you



do would you say is for effect value?
JZ: Wery little if any. | mean, it's
not really a matter of effects. - And
I“‘m not exactly trying to surprise the
audience as much as | am trying to
surprise mwself, so perhaps if I'm
surprised, then the audience will be.
US; | think that with recordings of
something like your work, you can't
really tell what's going to follow if
wou try to imagine what the
performance looks like—you kind of
draw a blank screen. Although with
Strategy vou can btell there's a table
there, and things are being picked
wp and put back down. But yvou don’t
get that meditative quality, especial-
Iy if the pressing is good, of just
seging a man going through the
paces,

1Z: ¥eah, veah, it's very different;
it has its good qualities also, in that
wou can’'t picture what's going on.
Commetimes | think it's too distracting
to see peaple, or for people to see
me, groping around on the table

trying to put something together |

while I'm holding something else in
my other hand.

US: Butl think the reaction is a lot
worse if a two- or three-member
band comes out and they just push a

button on a machine, and an entire.

orchestra comes out.

JZ: That happens too.

US: What have been wour chief
performance areas by now?

JZ: Well, it's beam getting better
and better over the vears. | seem (o
g0 to Eurape four times a vear mnow.
When I'm in Europe | play in all
different situations; sometimes it's a
museum, sometimes it's a rock club,
sometimes il's a festival with thou-
sands of people; and sometimes it's
a bar, with twenty people. Here in
Mew York it's mostly small places, to
small crowds. Places like Chanda-
lier, on Avenue C, or Shuttle; and
when | set up my own big concerts |
have to rent out a space that's
appropriate to the piece, and then it
wiould have to be like Roulette, or P5
122, something like that. But |'ve
played in .all the horrible rock clubs
vou can imagine, [The conversation
turns back to Tom and |erry with the
recorded sound of a single mouse-
sCream. |

US: The thing about cartoon music
as opposed to apother kind of sound-
track music “is that the action is
constantly chamging; the scenes are
so short that everything is really
dissociated), And if they build upon

how dissociated it is, they really
come up with genius,

JZ: Well, that's the time frame
that they're given, They're totally
chopping time into a million pieces,
and nobody has done that in music,
Ever. And that's what's so amazing
about this music,

US: | =ee a lot of Stockhausen
records. What's the interest in him#
JZ: | liked him when | was a kid,
and | thimk his mid-period work deals
with the relationships of sound to
sound, and the scores are written in
his own code, and that interests me.
US: You have wour own kind of
personal notation,

JZ: My personal notation is com-
pletely v termis of game rules. [Zorn
pulls out a spiral notebook of garme
plans and strategies, in  which

descriptions of actions are notated by
color bars on the left hand side of the
pages. Thess po on for page after
page, as neat as you please. ]

JZz ...and then wyou hawe your
pages of instruction that describe
what's going on, and that'll look like,
you know, a booklet for a squad
leader, divided into numbers, and
gach one is descriptive of different
rules, So this is what my scores look
like. 1t's nothing spectacular, just
typed rules and instructioms. 5o |
really moved away from the graphic
idiom very, very quickly, It really
seemed a dead end to me. | mean,
you've got to inspire the performers,
and you don’t do that by drawing
pretly pictures all over the pasge.
This way it's completely abstract and
completely theoretical, but, you
krowe, theoretical physics turn into
practical physics wiht the wink of an
eve. It's completely abstract, but it's
taking the practical considerations
into account. When we go out and

realize a piece, there're a few litthe
changes that we have to make,
accounting for the human element,
and then wou've got the piece. If
someone were to just buy my score
and read it through, they'd be able to
realize it in their head, just in the
way that someone would hawe to
realize a Beethoven string quartet
just! by looking at the page.

US: Doesn’t it kind of defeat it
though, if the rules are 50 down that
someane can buy your soore in the
miusic shop?

JZ: There's no way to recreate it
exactly because it's all open-forum,
“ou can start at any point, and any-
thing can happen. What you have to
do is work out on a time-line some of
the possibilities inherent in the
SCorE: you're not just going to be
able to say, this is the way the piece
is. It's just a matter of hearing

relationships  instead of specific
sounds.
US: Would you say that you deal

with specific limear considerations,
such as piece lengths?

JZ: Lengths are abways up to the
performers, | talk about weights
more than lengths, What"s happen-
ing im that period-x, not how long it
might go on, but what the density
might be. How many players are
involved, what sort of relationships
are possible, ways of subverting
those things. There'ré dhvidys some
fail-safe systems invalved.

US: |5 Locus Solus still active?

JZ: | had a gig with Arto and Mark
Miller, and Wayne, and Tkue Mori,
and | still want to do a record with
Elliott Sharp and Rick Brown, which
is the newest of the trios; and I'm
always looking for other players. A
guy from Viclent Femmes, Brian
Ritchie, was kimd of interesting, and
he expressed a desire; and also, two
musicians from The Stickmen from
Philly. I'd like ta comtinue the
project, but realistically the rock
world isn't comifortable for me.

Us: ‘Well, unusual things happen.
On Miles Davis" Decoy, he does one
whole piece with just keyboards.

JZ: Yeah? Really?® Shit, | gotta
hear that. | love Miles’ keyboard
playing.

US: Do you have any ideas aboul
visual performance, visual playing?
1Z: Well, | worked in wvisual per-
formance for a long long time, and I
still do: in fact a show | recently did
in Canada was for a miniatures show
up there. My compositions work
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abstractly, like gamse rules and such.
What | do is realize the com-
positions, not with a lot of musicians
but all by myself, using tiny objects.
So the objects would be running
through the various rules and game
plans and tactics, instead of a lot of
sounds; it kind of made a certain
amount of sense, [t's taken a back
seat in the past couple of years, only
because I've been so busy with
music. But it's definiteby still some-
thing that I'm involved with,

Us: | look at Locus Solus, amd
there's a definite something being
done with the design, definitely
something consciows there.

JZ: There's a definite kind of
assthetic which I like, and it comes
through,

US: The thing about the Chinese
and |apanese languages is, even if
you don’t understand the characters,
you can look at them say, it's a
shape; it's next to another shape
which is next to another—which is
like the insert card of printed
pictures in the record.

JZ: Right, that's what it's about.
Each is like a characher.

US: Sosomeone can draw the con-
clusion that there’'s an importance of
shapes, because it appears In the
miusic also.

JZ: Yeah, defirtaly.

US: The short blasts, every one
corresponds to a box of shapes. ..
JZ: Tothe ordering and reordering
of the same elements.

US: 5Sovyoubegintowonder if there
isn’t some sort of narrative going on.
J1Z: Well, that a really important
part of it, Sometimes | literally have
a narrative goimg onm in my head,
because I'm thinking of a particular
cartoon segment, or Il follow the
walking up the stairs and the falling
off the cliff, and the “"BAMI"" And
sometimes | specifically think like
that, and I'm sure it must come
through like that to some people,
And other parts in which I'm not
thinkimg like that at all, I'm sure
they've got their own narratives
working. It's a very wvisual kimd of
music.
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| BUSHIDO & THIRD WIND |

Some DBritish music in the “rock™ vein is not
immediately blown out of proportion by their
national radio and then shovelled into America by
the shiploads. For example, it is not uncommon that
a moderately successful group such as Attrition
ghould receive more attention im Holland and the
colleges of the UUS than in their own country.

Altrition, a group which is long familiar to those
who make compilation cassettes, now releases vinyl
on Third Mind Records, which is also the home of
Bushido. If any band can be said to speak for a Third
Mind ‘abtitude’ or ‘oullook,” it is Bushide, which is
led by label boss Gary Lavermore.

The band, though it had never relemsed amy
records or tapes befora late 1984, has actually been
in existence since 1982, Except for one recorded
manifestation however (the track "“Modelwerk'® on
The Flephant Tabde Album and Rising from the Red
Sand Volume I} it has been basically inactive wntil
last year.

Levermore —a one-time member of Glenn Michael
Wallis" Konatruktivita—chose to reactivates Bushido
with a far different orientation than that achieved
with the neo-'industrial’ sounding ‘'Modelwerk."
Things mow began moving rather rapidly. Recruiting
several friends for new recorcding work in the
summer of 1984, the resull has become the
three-track ‘' Bushada'' EP and the LP* The Sands of
Nakajima. The focus and musical direction of this
socond Busghido boeomes cloar over these two dises,

The EF beging with the slow, even ‘haunting'
“'Among the Ruins,”” which features in a guest lead
role the singer Chryss from Attrition, The song is
definitely a kind of love piece {in a strange way) —or
even a soundirack from an  apocalyptic porn
film —but the emphasis is firmly on the virtuosity of
the singer within a swirling soundscape of deep hass
and nec-classical grand piano:

Among the ruins where we first made love
My death waits in a double bed
Don't srant you back anymore
Everything I've ever krown falls

(Amoong The Ruins)

This iz followed by the shorl bul powerfully
rhythmic ‘“The First Cut," which pounds along with
an uncanny complexity of interwoven drum and key-
board lines, lts sudden ending is something better
revealed at high volume than here in print, but it can
be said that it is quite out of the experience of
ordinary dance-rock.

The highlight of the EP iz the sensual aynthesizer
track '"Beyvond the Great Wall," which in a way iz a
twelve-mninute homage to the pervasive influence of
Chris Carter (CTI). The minimal keyboard approach
is quite reminiscent of Carter's work, but that is not
necessarily m point against the piece. Actwally, the
work was (or will be) vsed a5 & soundtrack for 2
British television documentary, according to the

greup.

by Carl Howard

The Sands of Naksfima is by far a more crocial —
meaning indicative—work for Bushide. Here in
erystallized form one can find all the elements that
make the group's present output so unusoal.
Beneath a Dali-esque cover painting by Lawrence
Burton —whio's done many covers for Third Mind of
late, including one for Glenon Wallis' Block
December—The Sands of Nakajima begins with
“"Rain.'" This simple, introductory work builds in
strata of chords from a single, sustained note
(posgibly high Ch until the heavens figuratively open
and the rain eelf pours oul,

Bushido, in The Sands of Makaiima, show that
thiey are not afraid of revealing interests in & vardety
of atyles. In addition, they are afraid neither of
discussing what work went into their songs nor of
annogncing their personal desire to communicate. Of
the LF's second song, "IL..."" Hevboardist Janm
Williams claims the piece was played by a *“school
orchestra, but @ was spoilt by some explosions
outside towards the end...”" Vocalist Levermone now
comes in and ecanters in typical fashion: “Actually,
Ian's lying...l added the fireworks as a symbolic
gesture to the memory of Guy Fawkes, the only man
te enter Parliament with honest intentions."”
Actually, they're both lying (why not?), but the pisce
does establish a theme that comes (o carry the
record:  the importanee of remembering the
devastation of the second World War, and the
political underpinnings that motivete war,

You are all liars
Left orrighs
Bilack or white
You say the things you do
Like selling arms Like lucky charms
Are because it s @ tough old world out there
But you've made i dhat way
Why dom't you grow up for a change?
(If...)
The last line being & kind of reverse psychology from
very young people to very stuffy government leaders
in a very stuffy government, Musically the track
introduces the pians theme-and-varations form that
seems central to Williame® pseudo-barogue idiom.

MNever gettling dowm, Nakajima now shifts quickly
to the quirky and rhythmic '‘She Had to Say Yes,™
featuring the lovely, taped voice of a bureancrat to
his...secretary? 1 like the way you said that,. has a
corain tone...smack of efficiency!” Efficiency?
Bushido isn't afriad of humor; ither. They seem o
like it fast and contradictory. Their interview im
Abstract #4 is perfect evidence of this. Continually
changing the subjact, Lavermore and Williams drop
influences like spithalls; thess turn out to range from
Claude Debussy to Fritz the Cat to Marilyn Monroe;
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Lavermore tums out to be a big fan of spy films.

“Johnny PFez's South Mediterranean Blues
(Morrocan  Roll)" —did you catch the pun?—rico-
chets the LP back to the “greyer’ tones of ‘“Model-
werk,'" omly this time with a well-integrated
‘Jerusalerm Market' seguence right out Cabaret
Voltadre or Blaine L. Heininger (and his “Nur Al
Hajj, Fake Arab from New Jersey''), Frankly
however, this piece is just the sort of thing that, if it
were done in this country, would never get any
than cassetite.

Following this piece, 'First Respects (for NV &
BS)"' combines the piano work of piece Like “If...'
with more vocals by Chryss/Attrition in a way that
véry miuch prepares listeners for "Among the
Ruins,'” which on the LP begims Side Two. Closing
Side One, “‘Laagh, Clown, Langh'' combines more
grand pinno with drum machine and attempted
disco-scratching. ‘We doubt if anyone will be able o
danee to this piece,’ says Williams, "but the
précision scratching gives it a good melody.”’

There are two high points to Side Two of
Nakagima, following “'Among the Ruins:"' the first iz
"False Prophets=False Profits."' Says Levermore,
"'This particular little ditty is dedicated to all thoss
groups who pick up on current trends and utilize
them in their song or subject matter or compoaition
withaiit appréciating or discovermng properly what
they are dealing with. Glossy images, nice-looking
symbala, it's all nearly devoid of anything bot tha
moat superficial interest. Bushide say discover,
learn, and then utilize.” Glenn Wallis receives the
redit for o drum track bere that is unmistakably his.

Empty gestures, no content
Sirangth, will, trinmph...
mbols mean nothing
i fist, raized arm
Think for yourself, yourself...
(False Prophets =False Profits)

In these lines is not only a call to strength, but a
rally against blindness; & cheer for the resilient
dignity of man. These quality dominate the Side Two
centerpiecs, "'Black August —The Rape of Honour, '™
a treck which also introduces Bushido's unusual
concern for Japanese consciousness. In this tale—u
carefully-crafted soundscape of music, backing
tapes, and narrative, Levermars (in & plaintive voloe
reminiscent of a young John Cale) sets up a chance
meeting in an outdoor cafe in London between an
American man and a pretty Japanese girl. The year
is 1960, The sight of the American shocks the woman
into a recollection of childhood: Black August; the
horror of Hiroshima. '“The song,”' Levermore
asserts, ''ia not meant to be either pro-Japanese or
anti-American, it's just anti-war and anti-warmon-
ger.'” This is not, either, to lose sight of the
influantial Hiroshima, Mon Amour as filmed in 1960
by Alain Resnais! But Bushido achieves their effect
without the empty, bumper-sticker sentimentality of
Frankis Goes... or the icky hypocrisy of all of tha
superstar feed-the-hungry efforts [(It's interesting
that while Britmin's top pop stars dripped love and
supposed feelimg on the starving of Ethiopim, the
plight of the jobless and repressed miners in their
own country went unnoticsed by them).
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As was mentioned, Bushido is & group quite open
to communication, to the point thet ‘‘Replies can
be.. delivered perecnally if you supply the petrol
money.'" The only problems with this might be that,
like Atirition, Bushido's largest audience could be in
Holland or...Japan?

UNSOUND: The Sanda of Makajima and the mame
Bushide all come from Japan war history, don't they?
What'zs the band®s comnection, and interest, in those
things?
(Gary Levermore: The name BUSHIDO comes not just
from Japanese war history, but from Japanese calture
itself. We have no connection with it... It does interest me
a groat deal, but so do a lot of things. The group was
nared after we read The Enights of Bushide,
Leord Bussell of Liverpool's famous sccount of Japanese
war crimes in the second Warld War, i amazed and
horrified me how people in the twentisth century could be
w2 barbaric and inhomane.

The Japanese were one of & number of mations, of
course, indalging in these sickening acts. I'd always
impagined the Japanese a5 extremely honorable and mili-
torily scund (in all semses). I'd always thought of the
Japanese ps being very brave, having read all sbout
Hari-Kiri, Soppuku, Kamikaze, and all the rest—but it
peems that at its hieod were some very umsound, sadistic
minds &t work,

M course, [ didn't choose the name simply to glorify the
Japanese way of existence—juast to comment on it, and to
say il interests me. | think it's a good name, very exotic-
sounding, with absolutely ne hint to the uninitiated (and
there are mamny| where it comes foom and what it means;
and to the indtisted, well, it carries sinister overtones,

The Sands of Nekajima [has] nothing at all to do with
war history. Nakajima 8 a well-known Japanese golfer
who omce took nine shots to get out of a bonker on the 17th
at 5t. Androws {in the Open of eithar 1670 or 1980  can't
remember]. From that day on, all the leals rensmed the
bunker The Sands of Makajima.

F8: The last manifestation of Bushido recorded * Model-
werk.” What's happened between then and now, and why
the long wall?

GL: ""Modelwerk" was just a plece of ponsenaical fuff
recorded just a0 we could have some winyl out. Afler
originglly forming in 1982, Bushido actually did very Hitla
at all. | spent all of 1983 and the first half of 1584 building
up Third Mind as a Inbel. I was also working with
Konstruktivigs, The only other memiber of the group then
was 4 drummer for another group, sa he had planty of
other things to do., Bushido just scomed to disintegrats
before it had really done anything!

Then last summer [ be gan recording with my best friend
since Schoal days (lan Williams), and things just seemedd
toelick. [ then asked Chris Elliatt {whe | had known for ten
yeara) to help us out and he ended vp joining the groop,
and now writes most of the music. 1'd aften considered
using Chris—he had been playing music since the age of



four; we'd often talk about working together— his musical
skills coupled with my knowledge of kow to get records on
shop shelves, and the whole set-up behind distributlon,
ate.

Now wa are working ag @ foor-piogs, as Chris Brawmald
iz drumming for us. There is no connection between the
Bushido of “Modelwerk™ and pew—it"s really two
comspletely differsnt groups.

US: You sesm to have a prediliction for schlock spy
movies and TV. Where does this come from?

GL: Yes, I love spy movies. All those 50°s and &0°s films
willy & sepee of style, a sense of humor, and nedvete=/"Te
fore everyone grew up in the 70°s, ['ve alweys liked things
such ps Man From Uncle, Bond, Matt elm, Bogart, Flint,
Herry Pelmer, The Priscner, The Awengers, The

Persunders, The Champions, The Skint; thair accom-
panying actors/actresses, as well as people like Dirk
Bogarde, Maleolm Mcllowell—they all have style. I'm
only twenty-one now, but I've never liked the stamdard
TD's zopen and robbers seriss that vou bastards swpartad, ar
our hom egrown ones |apart frorn The New Avengeral. Tion't
psk me what coused this prediliction. It just k5.

Us: Are you aware of definiis themes in Bushido weark?
Could all of that spy stuff tie In somsehow?

GL: Mo, all the spy stuff doesn't really tie in, or et Joest
not In the way you might imagine ! Yes, there are
definite themes and strands of thought in our work, meny
of which are evident now, and many which will be
elaborated on over the next few years. I think these'll
become more evident as we progreas.

THIRD MIND CATALOG:
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“Voices/Timea & Time Again®, shido

Casseltes:

*Rising From the Red Sand, Viel.1-5 *, various artists

"Onslaught”, Attrition

*Shot in the E!elryr‘ Portion Control
"Basilisk”, Legendary Pink Dols
"Wisions®, various artists

“The Epaﬂa Between®, Chris Carter
*Edge of Darkenss® Bar:e Gesserit

Contact: Bushido & Third Mind
c¢/o Gary Levermore
20 Spire Ave.
Tankerton, Whitstable
Kent CT5 3Ds, England

LUisaund 58



